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There are two distinct but related parts to this exegesis. Firstly there is the production 
of  a  fifty-five  minute  documentary  Return  of  the  Trojan  Horse,  and  secondly a 
written  exegesis.   The  latter  advances  an  academic  argument  centred  around the 
research question – how to motivate the role of the expository documentary at a time 
when  the  documentary  field  is  dominated  by  the  debate  between  philosophical 
scepticism and empirical realism, while in aesthetic terms, the documentary mode 
itself  is  led  by  perfomative/interactive  documentaries  such  as  Michael  Moore's 
Bowling for Columbine.  
My response to this question is informed in theoretical terms by the Critical Realist 
paradigm.  The use of Critical Realism enables the exegesis to supply an integrated 
approach  which  seeks  to  transcend  both  the  sceptical  and  the  empirical  realist 
positions.  In doing so, the exegesis makes a contribution both to documentary theory 
and the Critical Realist paradigm itself by applying it to the field of documentary film 
theory.  As such the exegesis addresses an absence of aesthetic theorising within the 
Critical Realist paradigm.
iv

As part of the process I review, analyse and synthesise the key theoretical arguments 
of authors Bill Nichols, Michael Renov, Brian Winston, John Corner and Noel 
Carroll.  The documentary sub-genres are then located within the context of these 
theoretical debates while the emphasis is placed on the expository sub-genre as 
utilised in my own documentary film, Return of the Trojan Horse. The exegesis then 
critically discusses Return of the Trojan Horse from a Critical Realist perspective 
and reflects on the strategies involved in the production of the film.  As the topic of 
the film deals with the negative impacts of economic liberalisation, the mass media is 
briefly discussed within the context of  a deregulated market and right-wing politics, 
while reviewing Herman and Chomsky's 'A Propaganda Model' in Manufacturing 
Consent: The Political Economy of the Mass Media, 2002.
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Manufacturing Dissent
Introduction 
Through the media we come to learn of daily events and gain an interpretation of 
those events.  At the centre of our interest lies the need to know the truth, to get to the 
heart of the matter, and to search out the reason for things.  The documentary has 
long  been  associated  with  this  quest  and  has  often  positioned  itself,  rightly  or 
wrongly, as the voice of truth.  Yet the fact is that truth often remains elusive. In a 
rapidly changing world, it is critical that the truth is known about the complexity of 
issues that impact our lives, those of our families, communities and the nation.  The 
question to be asked, is whether or not the documentary genre is equipped to confront 
that  task.  This  exegesis  will  therefore  attempt  to  some  degree,  to  unravel  the 
theoretical  division  which  has  informed  documentary  practice  throughout  the 
decades, in the hope that truth and reality may be more readily assured.  
At the heart of documentary theory, lies an awkward and controversial attempt at 
defining not only the documentary genre itself, but that which is also unique to the 
genre; the notions of reality, truth, subjectivity, objectivity, science and art.  At a time 
when the need for truth is at a premium, the post-modern documentary theorist is 
sceptical that truth and reality can in fact ever be known – a question that has been 
posed by philosophers throughout time. 
Over  the  years  various  sub-genres  have  arisen  as  a  response  to  the  greater 
advancement  of  truth  and  reality.  An  examination  of  the  relationship  between 
documentary theory and the documentary sub-genres, reveals the ways in which the 
various theories are taken up and expressed. The arguments and debates are often 
complex  and  dense,  the  terrain  weary  with  retrograde  styles  which  at  the  time 
promised greater advancement in the name of one theory or another. 
Debate amongst the various theoreticians on the issues under examination has not 
only led to the construction or support of the various documentary sub-genres, but 
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also a fracturing in documentary theory.  MacLennan (1999: ii) contends that because 
these theoreticians 'lack a notion of a stratified ontology, they are unable to sustain 
either a critique of or a coherent account of documentary practice'.   MacLennan's 
recent work in the field of Dialectical Critical Realism (DCR) attempts to 'critique a 
tradition and to provide a new basis for documentary theory and criticism' (: ii).
Critical Realism, developed by Roy Bhaskar and others, was founded on the Marxist 
research program and therefore deals not only with the philosophy of science, but 
also  that  of  human  emancipation  (MacLennan  1999:  3).   Unlike  most  of  the 
theoretical  positions,  from empiricism to  philosophical  scepticism,  DCR makes  a 
distinction between the natural  and social  sciences while recognising a difference 
between  actuality  and  a  stratified  reality  -  striving  therefore  to  understand  the 
mechanisms,  structures  and  relations  which  underlie  events,  facts  or  human 
behaviour at a mass or individual level.   
How then  do  the  Bhaskarian  concepts  of  ontological  depth  and truth 
operate in the field of documentary studies?   What  should we ask of 
documentary  filmmakers?  The  answer  must  be  that  we  expect  the 
filmmaker to seek the truth, to attempt to achieve alethia – the reason for 
things. 
                                                                               (MacLennan, 1999: 32)
It is in the context of  these arguments, that a documentary filmmaker must take up a 
position  which  will  ultimately  inform  both  the  formal  systems  and  stylistic 
techniques  of  her  work.  In contemplating production strategies for my own film, 
Return of the Trojan Horse, it was decided that the expository mode served both the 
topic of the film and the demands of the Critical Realist paradigm.  As a production 
tool however, the expository mode has been seen as 'primitive and didactic', while 
receiving a great deal of criticism about its legitimate use as a means of locating 
reality and truth, and its tendency to unite all elements in a dominant perspective of 
events.  The  use  of  expository  commentary  has  also  been  criticised as  '...the 
unnecessary evil of documentary, the resort of the unimaginative and incompetent' 
(Kozloff  in  Bruzzi,  2000:  41).   The  exegesis  will  therefore critically discuss  the 
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relationship between recent documentary theory, the Critical Realist paradigm and 
the documentary sub-genres, while focusing on the expository mode in particular.  
As Return of the Trojan Horse resonates with the voice of dissent, opposing both the 
economic policies of government and some of the most powerful organisations on 
earth (earning the exegesis title of  Manufacturing Dissent),  the exegesis will also 
briefly reflect  on Herman and Chomsky's perspective of  the manipulation of  the 
media by politicians, advertisers and corporations and the demise of the dissenting, 
democratic voice.  The Australian media will then be discussed within the current 
political climate of the New Right, an 'age of the market' and economic deregulation. 
I believe that the original contribution my exegesis makes is to extend the Critical 
Realist paradigm into documentary theory.  I follow here the work of Dr MacLennan, 
however, his thesis  From the Actual to the Real: Left Wing Documentary Film in  
Australia  1946-1996,  does  not  address  the  specificities  of  the  sub-genres  of 
documentary - and in particular, the expository mode. As such my work both builds 
on his and addresses an absence in his thesis.  This constitutes I believe the core of 
the originality of  my contribution.  I have also produced in  Return of  the Trojan 
Horse, an original and creative work of art.  
Methodological Overview 
Documentary practice is  a creative art  form,  and yet it  is  also unique in  that  its 
underlying structures and techniques are based on the supposition of truth and reality. 
Like  other  art  forms however,  at  its  foundation  are  theoretical  strategies  which 
underpin creative processes.  The methodological approach which will be used for 
the exegesis will therefore engage the use of  artmaking as a research methodology, 
while the key theoretical positions of five authors will be analysed and synthesised, 
utilising a Critical Realist perspective as a meta-critique. 
A  critical  examination  of  the  relationship  between  documentary  theory,  Critical 
Realism and the documentary sub-genres will  also be undertaken in order to give 
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evidence  of  and  to  differentiate  between  the  various  notions  of  reality,  truth, 
objectivity, subjectivity, science and art.   My own film, Return of the Trojan Horse,  
will  then  also  be  critically  discussed  within  the  context  of  the  Critical  Realist 
paradigm, while the role of manufacturing dissent will  be reflected on within the 
context of  media manipulation and right-wing politics within Australia.  
My personal choice to utilise Critical Realism as a meta-theory is motivated by its 
deployment of a stratified ontology.  This compares favourably with the ontologies 
posited  or  secreted  by  the  major  rival  meta-theories.  For  example,  neo-
Nietzscheanism secretes an ontology of endless flux.  This can be directly traced to 
the famous Heraclitean fragment number, forty-one, which says that 'you cannot step 
into the same river twice for new waters are forever closing about you' (Warner, 
1958: 62).  This is interpreted by some neo-Nietzscheans to mean that all categories 
are unreal because they attempt to deny the reality of perpetual change.
Critical Realism however accepts the fact of constant change but also points out that 
there are relatively enduring structures and mechanisms which simply do not slip and 
slide away.  The transcendental argument against Heracliteanism has been given by 
Bhaskar as follows: 
There must be sufficient stability of kinds and individuals, of structures 
and structurata, of mechanisms and their instances for intelligible praxis, 
sense-perception or identifiable (pre-supposing re-identifiable) items to 
occur.  The world must be such that it can be to a degree consistently 
described and acted upon (at least within our zone of being). 
                                                                                      (Bhaskar, 1993: 75)
The  other  interpretive  paradigms  available  are  neo-Kantianism  and  Empirical 
Realism or Positivism.  I have chosen not to work with these paradigms because they 
do not employ a stratified ontology.  It is essentially the underlying relationships that 
generate social behaviour that I will address within this exegesis.      
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Exegesis Overview 
In order to address the underlying values which inform documentary style and form, 
the  first  chapter  will  briefly  review,  analyse  and  synthesise  the  key  theoretical 
arguments of five key authors spanning the 1990s from both the UK and the USA, 
while a Critical Realist perspective will be utilised as a meta-critique. The second 
chapter  will  move on  to  analyse the documentary sub-genres  and  to  locate  them 
within the context of the theoretical debates while concentrating on the expository 
mode  in  particular.  Chapter  Three  will  reflect  on  the  production  strategies  and 
challenges involved in the making of the Return of the Trojan Horse, while critically 
discussing the film within the context of the preceding debates. In Chapter Four, the 
exegesis will look at the problems associated with the manufacturing of dissent by 
reflecting  on  Herman  and  Chomsky's  'A  Propaganda  Model',  in  Manufacturing 
Consent: The Political Economy of the Mass Media, 2002.  Following will be a brief 
discussion of the mass media within the context of current right-wing politics.  
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Chapter 1     Theoretical Debates
Introduction
The complexity of documentary theory is partly due to the definition given to it by 
Grierson, one of the early documentary pioneers.  Grierson is considered to have first 
coined the phrase 'documentary' and laid out the first principles of documentary in the 
late 1920s and 30s.  Plantinga  (1997: 12) stresses that Grierson was determined  to 
distinguish documentary from the information film which was prevalent in his era. 
'Grierson did not want it  to be a mechanical, automatic claim rising from nothing 
more than the very nature of the apparatus so he defined documentary as the 'creative 
treatment of actuality' (Winston, 1995: 11).  
Grierson's  definition retains a certain ambiguity and a seeming incompatibility of 
terms, raising questions as to what 'actuality' can be left after a 'creative treatment'. 
Corner (1996: 16) however suggests that Grierson's ideas about documentary were in 
fact strongly idealist rather than empiricist. The persistence of the implied empirical 
value of Grierson's statement however has seen significant attempts to resolve the 
dilemma by creating various documentary styles which have attempted to eliminate 
the creative element in order to the meet the stringent claims of the evidence of 
reality.  No less so has the nature of  reality and truth been readily debated.  The 
following literature review will therefore analyse, synthesise and critique the more 
recent  theoretical  deliberations  which have  evolved  regarding the issues  of  truth, 
reality, objectivity, subjectivity and science and art - as they apply to the documentary 
genre.  Due to the brevity of the exegesis however, constraints will apply to the scope 
of the material reviewed.
Bill Nichols Representing Reality:  Issues and Concepts
in Documentary  (1991)
Nichols  (1991)  addresses  philosophical,  ethical,  political,  aesthetic  and  historical 
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issues in this  book.  Styles,  structures and strategies of the documentary film are 
examined and the differences between fiction and nonfiction are analysed, while a 
conceptual overview of the form itself is given.  
It is Nichols' belief that films do not answer to theory, but rather, that theory must 
answer  to  film.   An  underlying  consideration  in  this  author's  work  is  the 
establishment of the truth claim.  Aristotle's 'proofs' of claim are drawn on in order to 
support the author's preferred position, which is essentially that of a traditionalist and 
empiricist.
Nichols  (1991:  4)  states  that  the  documentary  film,  like  politics,  religion  and 
education,  make  up  what  he  refers  to  as  the  'discourses  of  sobriety'. While  the 
'discourses of sobriety' refers to the 'real', and documentary attends to social issues, he 
makes the point that the genre falls under attack 'due to the imagistic company it 
keeps'.  Nichols  (:  18)  goes  on  to  propose  that  in  a  sense,  documentary is  what 
documentarists produce, hence the industry is largely self-defining.  He argues that 
documentary  'takes  shape  around  an  informing  logic...the  economy of  this  logic 
requires a representation, case, or argument about the historical world'.  The pleasure 
and appeal  of documentary therefore is  in  its  ability to  address  social  issues and 
views  of  the  world,  while  offering  possible  solutions;  documentaries  encourage 
response and shape attitudes. 
Truth and Realism
In the fifth chapter 'Sticking to Reality: Rhetoric and What Exceeds It', Nichols (: 
157) discusses the means whereby the documentarist conveys a persuasive outlook to 
the  viewer.  Rhetorical  techniques  are  utilised  while  evidence  in  the  form  of 
witnesses,  documents,  objects,  artistic  proof  or  strategies,  are  used  by  the 
documentarist on their own behalf to appeal to the truth claim of the text.  Nichols (: 
157)  argues  that  Aristotle  divided  these  proofs  into  three  categories:  ethical, 
emotional and demonstrative.  He then goes on to make the claim that 'subjectivity 
strengthens the sense of human engagement with the historical world'.
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On the issue of reality, Nichols  (:  165-6) claims that  'realism serves to make an 
argument about the world persuasive...realism builds upon a presentation of things as 
they appear to the eye and ear in everyday life.  The camera and sound recordings are 
well  suited  to  such  a  task...in  documentary,  realism joins  together  objective 
representations  of  the  historical  world...to  convey an  argument  about  the  world'. 
What we see here in this comment by Nichols is an appeal to empirical values, as for 
him, reality is defined fundamentally in terms of sensory perception.  There is also a 
distinct lack of a depth ontology and hence a lack of distinction between actuality and 
reality.  To the Critical Realist 'reality is complex, deep, structured, differentiated and 
transfactual,  that  is,  these structures and mechanisms exist  independently of their 
mechanisms...Actuality  is  merely  the  level  of  manifest  phenomena,  the  surface 
appearance of things' (MacLennan, 1999: 4). 
A discussion  follows which identifies  three  different  types  of  realism:  empirical, 
psychological  and  historical.  Nichols  takes  up  the  discussion  centred  around  the 
claims  about  the  historical  world  and  examines  the  differences  between  the 
representations of the imaginary world and the historical world, between telling a 
story and making an argument.  He emphasises that the historical world cannot be 
separate from narrative or the fascination of fiction.  Furthermore, ethical issues of 
voice are  examined in  the context  of  how the text  positions  itself  objectively or 
persuasively (1991: 180-185). 
Taking up the issue of objectivity, MacLennan (1999: 57) makes the point that what 
we  need  is  an  'analysis  that  transcends...these  concepts  in  poststructuralist  and 
empirical reality thought'. Nichols' issue with persuasion and objectivity is met with 
MacLennan's  (:  57)  statement  that  he would have been  better  off  should  he had 
acknowledged  that  rhetoric  is  intrinsic  to  documentary  'while  denying  that  the 
rhetorical is the same as the false or the non-objective' - as had Plantinga. 
Documentary Sub-Genres
Nichols (1991: 32) defines four key modes of documentary around which most texts 
are  structured.  They  are  the  expository,  observational,  interactive  and  reflexive 
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modes and 'belong to a dialectic in which new forms arise from the limitations and 
constraints  of  previous  forms  in  which  the  credibility  of  the  impression  of 
documentary reality changes historically'. 
Of the observational mode, Nichols (: 39) comments that since the mode has been 
constructed  to  be  unobtrusive,  issues  of  intrusion  surface  over  and  over,  while 
lacking the substance of both searching out a problem and offering a solution - as 
located within the expository tradition.  As the mode is built around the depiction of 
everyday life, lived time rather than story time,  the testing of the mode therefore 
depends on its ability to succinctly render the impression of reality, unfettered and 
unmediated. 
In the interactive mode, the filmmaker both intervenes and interacts while textual 
authority moves to the interaction between the social actors.  Editing is mindful of 
the logical continuity of individual viewpoints, while overarching commentary (as 
found in the expository mode), is excluded. Ethical considerations include issues of 
how the witnesses are represented, the unequal distribution of power, and whether or 
not their participation had been sought to defend an argument (: 44).  
The  reflexive  mode  includes  a  meta-commentary  about  the  process  of  the 
representation itself.  'As with the poetic exposition, the focus of the text slides from 
the realm of historical reference to the properties of the text itself' (: 57).  Reflexivity 
self-consciously draws attentions  to the problems of its  form and style,  structure, 
strategies and so forth.  The emphasis in this mode moves from the filmmaker and 
the encounter between the subject, to that of the filmmaker and audience (: 57).
Nichols responds to the position taken by theoreticians such as Renov (1993: 2-11), 
that the documentary genre is in many ways similar to fiction. While he concedes that 
they share several fictive elements, narrative, plots etc, they are still unlike fiction in 
important ways.  Documentary accesses a shared, historical construct and directs the 
viewer toward the real world, while remaining texts.  'The world we see through the 
documentary  window  is  heightened,  telescoped,  dramatised,  reconstructed, 
fetishized, minaturised, or otherwise modified' (: 113).  He goes on to ask,  'factual 
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documentation serves as evidence, but evidence of what?' (: 117).
As  Nichols  is  the  first  author  placed  within  the  chronological  scope  of  those 
reviewed, it stands to reason that as the debates and considerations predate those of 
the latter they do not touch on some of the same concerns.  The author's work lacks 
scepticism and pessimism, though these characteristics are well criticised by the other 
authors.  For Nichols, reality is located through sensory perception and he appears to 
make no distinction  between actuality and reality. While  an underlying nature of 
reality is apparent in Nichols' work, there appears to be little sense of a depth realism 
that is discussed within the Critical Realist paradigm. 
Michael Renov     Theorizing Documentary  (1993)
Renov's theoretical position is essentially that of a postmodernist and the underlying 
argument  of  this  book (1993)  is  generated  from epistemological  doubt  about  the 
notions of truth and reality. In contrast to Nichols' work where the emphasis is on the 
ethical and the cognitive, Renov's primary concerns are the aesthetic values of the 
documentary which he aligns  more closely to  that  of  fiction  film than any other 
author in the field does.  His support for 'delirium', as opposed to the 'discourses of 
sobriety',  is  motivated  by  the  aesthetic  impulse  and  a  desire  to  enrich  the 
documentary film culture.  
Truth and Creativity
Renov (1993: 2) asserts that nonfiction contains many fictive elements, 'moments at 
which a presumably objective representation of the world encounters the necessity of 
creative intervention'.  In all documentary forms these elements of style and structure 
are important in the creation of meaning and effects for the audience (: 5).  The point 
that Renov (: 7) makes is that the passage of truth in documentary is qualitatively 
similar to that of fiction.  As he sees it, the difference between nonfiction and fiction 
is 'the extent to which the referent of the documentary sign may be considered as a 
piece of the world plucked from its everyday context rather than fabricated for the 
10
screen'.   The problem for Renov is that representational systems are inadequate as a 
stand-in for lived experience.  
Renov (: 8) is also sceptical about the traditional claims which place the documentary 
in the position of having the power to 'see and know'.  His reservations are based on 
the awareness that 'the real' is exploited through the pervasiveness of image culture 
and that the meaning of images may be contested  in spite of the presence of the 
inviolable 'real'.   Referring to Renov's  preoccupation with the fictive elements of 
documentary,  MacLennan (1999:  55)  makes  the  point  that  'the  'fictive'  aspect  of 
realism can be readily conceded without jettisoning the notion of a non-anthropic 
reality to which the realist text seeks to refer'.  
Renov draws on the essay of Julia Kirsteva (in Renov, 1993: 9) titled 'Psychoanalysis 
and the Polis', to make the point that the 'meanings of so called objective realities, 
experienced  first  hand  or  through  representation,  are  conditioned  by  desire  or 
expressed fears'. For Kristeva however, there is no access to the objective world other 
than through the subjective.  Renov (: 9) also refers to the work of Derrida who urges 
that  nonfiction  forms  cannot  be  privileged  as  an  object  of  analysis  due  to  the 
alignment of truth and fiction. It should be noted however that for Renov, there is no 
such thing as truth. He goes on to contradict the position that nonfiction, as the film 
of fact, is removed from cinematic art, stating this it is 'necessary to recognise the 
limits of a method borrowed from the natural sciences applied to aesthetic forms' (: 
14). 
In response MacLennan (1999: 53) notes the bipolar nature of truth which is both 
epistemological  and  ontological,  and  that  Derrida's  remarks  do  not  necessarily 
compose  a  problem  as  such  because  'within  sceptical  currents  such  as 
poststructuralism the epistemological is emphasised and the ontological is denied'.     
Derrida (in Renov, 1993: 9) also attempts to disengage truth from reality by implying 
that 'what is  neither true nor false is  reality...reality simply is'.  The problem here 
however is that reality includes both truth and lies; the latter of which are also very 
real.   Bertrand  Russell  makes  the  following  observation  regarding  the  truth  lie 
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connection:
To state fact is by no means always the purpose of speech; it is just as 
possible to speak with a view to deceit...Thus when we think of language 
as a means of stating fact we are tacitly assuming certain desires in the 
speaker.   It  is  interesting  that  language  'can'  state  facts;  it  is  also 
interesting that it 'can' state falsehoods.  When it states either, it does with 
the view to causing some action in the hearer; if the hearer is a slave, a 
child or a dog, the result is achieved more simply by using the imperative. 
There is, however, a difference between the effectiveness of a lie and that 
of the truth; a lie only produces the desired result so long as the truth is 
expected.  In fact, no one could learn to speak unless truth were the rule: 
if, when your child sees a dog, you say “cat”, “horse” or “crocodile”, at 
random, you will not be able to deceive him by saying “dog” when it is 
not a dog.  Lying is thus a derivative activity, which presupposes truth-
seeking as the usual role.
(Russell, 1980: 27-8)
  
In Chapter Two, 'Toward a Poetics of Documentary', Renov (1993: 14) defends the 
aesthetic impulse, urging that  'to risk a poetics of documentary is to up the stakes yet 
again, since it is commonly supposed that the aim and effect of documentary practice 
must be truth and only secondary, if at all, pleasure'. The question that needs to be 
asked here however is why Renov make this distinction between telling the truth, and 
pleasure? In Nietzschean philosophy, this impulse is driven by a desire to transcend 
the discursive formations of modernity (or 'discourses of sobriety') towards that of 
desire; to the aesthetic rather than the cognitive or ethical. However, he also attempts 
here to justify his position on cognitive grounds by arguing that truth does not exist. 
If this point is accepted, then the way is open for the aesthetic impulse.  Here Renov 
is  hoping  to  liberate  the  documentary from the  tyranny of  the  cognitive  and  by 
association, the ethical, although he remains silent on the anti-ethical aspect of his 
work.
12
Rhetorical and Aesthetic Functions
There are four fundamental tendencies or rhetorical/aesthetic functions which Renov 
attributes  to  documentary  practice.  They  are  to  record  or  reveal,  persuade  or 
promote, analyse or interrogate, and to express.  In the discussion on documentary's 
function to  record or reveal, Renov (1993: 26) stresses that as creative issues ever 
intrude, the results will always be mediated, while on the issue of  persuasion and 
promotion,  he specifically refers  to  the work of  Grierson  as  both polemicist  and 
social activist (: 29).  On the subject of  analyses and interrogation,  Renov (: 31) 
considers that beneath all nonfictional forms lie unacknowledged questions which are 
transformed into  potential  subject  matter,  'the  bottom line  is  that  artwork  should 
encourage inquiry, offer space for  judgment and provide tools  for evaluation and 
further action – in short, encourage an active response'. 
It is in the area of documentary expression which Renov (: 35) seems to revel, stating 
that there need be no division between documentation and art.  'The realm of filmic 
nonfiction  is  a  continuum  along  which  can  be  ranged  work  of  great  expressive 
variability'. As a postmodernist, Renov supports Brecht's idea of pleasurable learning 
and refers to a statement made by Andre Bazin (in Renov 1993: 4), 'photography 
does not create eternity, as art does, it  embalms time, rescuing it simply from its 
proper corruption'.  
Renov (:  24)  confounds  the  assumption  that  the  creation  of  beautiful  forms  and 
historical representation are incompatible and concludes that 'the pitting of  “truth” 
against “beauty” is a product of a regrettable (Western) dualism that accounts for the 
rift between science and art, mind and body'.  In response to this position, it needs to 
be said that what is true can either be beautiful or ugly, while what is beautiful, can 
be either false or true.  
In summary, Renov's position is one of epistemological doubt.  He is sceptical about 
the claims which place the documentary in a privileged position of locating truth due 
to the alignment with various elements associated with fiction, while engaging the 
realms  of  the  aesthetic  at  the  expense  of  the  cognitive  and  ethical.  While 
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acknowledging Renov's aesthetic  innovation,  it  is  the aim of Critical  Realism,  as 
demonstrated in this exegesis, to reconcile the aesthetic with that of the ethical and 
cognitive. 
Brian Winston     Claiming The Real:  The Griersonian Documentary
                               and Its Legitimations  (1995)
The declared purpose of Winston's book (1995) is to examine the major documentary 
movements, while addressing the controversial issues of science and art.  Winston 
attempts  to  explain  how  these  disciplines  have  influenced  all  subsequent 
documentary styles.  
Winston  sustains  an  argument  against  the  Griersonian  tradition  from  several 
perspectives. The historical definition, imperialistic positioning of the documentarist, 
and  the  foray into  poetics  and  aesthetics  are  taken  up  and challenged.   He  also 
engages  in  a  debate  about  the  issue  of  the  documentary  image  as  'scientific 
inscription' and there is an attempt here to redirect the truth claims away from the 
basis of science. 
In the first section of Winston's book, he considers the ramifications of the historical 
definition of documentary - the 'creative treatment of actuality'.  The argument is 
taken  up  that  the  early  pioneers,  whose  work  was  often  government  funded, 
precluded social analysis and social meaning.  MacLennan (1999: 60) however states 
that 'if you accuse someone of running away from social meaning this implies that 
you think one can make a documentary which does  not  do this, and which in fact 
reveals social meaning'.  
Addressing the issues of documentary reality and social meaning, Grierson comes 
under  the  spotlight  as  the  documentarist's  imperialistic  aspirations  come  to  the 
forefront. Winston (1995: 39) accuses  Grierson  of running from social meaning and 
'prettifying aesthetics', while implying that Grierson used the victim motif to preclude 
social analysis, stressing that 'the victim documentary seeks to substitute empathy 
and sympathy for analysis and anger' (: 47).  From a Critical Realist perspective, the 
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quality  that  separates  documentary from photography is  its  capacity  for  analysis 
which  enables  us  to  get  to  the  'reason  for  things'  and  hence  a  depth  ontology 
(MacLennan 1999: 60-1). 
MacLennan (: 60) also makes the point that Winston's accusations against Grierson's 
departure from social  meaning by 'concentrating on individuals;  aestheticising the 
subject  matter;  and  the use  of  the  problem moment  where  social  problems were 
depicted as  about  to  be  solved',  amounted to  'a  charge that  the  Griersonians  de-
totalised  their  subjects,  that  is  they refused  to  locate  them within  the  totality of 
master-slave relations'.   
Cognition
Winston (1995: 104) challenges the belief systems of modern theorists who assert 
that 'documentary truth is a function of the viewers interaction with the text, rather 
than  any formal  quality  of  the  text  itself'.   The  debate  is  taken  up  concerning 
photography as a scientific medium but questions are raised regarding the position 
that the camera never lies.  Winston (: 142) argues that the film is not an actual legal 
record,  'the  legal  tradition  casts  the  documentarist  as  witness  to  the  original 
scene...but  science  casts  the  documentary film  audience  as  jurors  of  the  film  as 
evidence'.   It would appear however that Winston's view of science is somewhat 
limited  to  empiricism.  Critical  Realism  on  the  other  hand  would  offer 
'epistemological relativism but at the same time to have good reason for selecting one 
description of reality over another' (MacLennan (1999: 65).  
Winston  (1995:  154)  states  that  the  claim  to  scientific  evidence  was  becoming 
increasingly  demanding  so  that  by  the  1960s,  direct  cinema,  utilising  the  latest 
technological advanced equipment, made greater claims to actuality.  The claim was 
that of science.  Despite the seeming break with Griersonian tradition, there was still 
a call to 'actuality'.  'The drive to be objective had led direct cinema into the same 
blind alley where subject  is  all  and interpretation  is  nothing'  (Klugh in  Winston, 
1995: 154).  Most significantly, there was still the same tendency to run from social 
meaning, surface became all and research was held in contempt.  
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Aesthetics
In Part Two of Winston's book, titled 'Creative: Documentary As Art', Winston takes 
up the debate centred on the tension between 'film as art' and 'film as mechanical 
reproduction'.  The history of 'film as art' is traced and Grierson is once again the 
target for his foray into documentary poetics. 'It is a painterly tradition that allows for 
'poetry' rather than, say, 'essay', or 'belles-lettres', which might at first sight seem the 
more apposite alternative to fiction in such an analogy' (Winston,  1995: 25).  As 
MacLennan (1999: 65) points out however, Winston seems to take the stand 'of a 
radical anti-aesthetic based on some notion of the guilt of art'. 
Winston goes on to discuss the oppositional perspective. Godard (in Winston, 1995: 
159) comments that
...their eye in the act of looking through the viewfinder is at once more 
and less than the registering apparatus which serves the eye...Deprived of 
consciousness, thus, Leacock's camera, despite its honesty, loses the two 
fundamental qualities of a camera: intelligence and sensibility.  
                                                                  (Godard in Winston, 1995: 159) 
Winston (1995: 62) goes on to say that direct cinema was directly confronted by its 
own claims  to  scientific  evidence as  located  through the eye of  the  camera,  and 
critically notes that  'direct  cinema hides its  processes as much,  if  not  more,  than 
Hollywood'. 
What  we see  here in  Winston's  work is  an anti-Griersonian tradition,  while  also 
bordering on an anti-aesthetic position.  Throughout his work, Winston's arguments 
would also indicate that truth and reality cannot be known.  His position is one of 
epistemological doubt, though it is clear that Winston, unlike Renov, does not relish 
this position.  He seeks certainty but is unable to locate or motivate it. 
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John Corner   The Art of Record:  A Critical Introduction to
                         Documentary  (1996)
John Corner (1996: 9) addresses the field of documentary theory but is critical of the 
excessive reference to theory which he regards as a 'suggestive idea or two'.  His 
chapter  on  documentary  theory  therefore  makes  little  reference  to  the  work  of 
theoreticians other than Nichols. 
Actuality and the Real
Corner critically engages the controversial duality of documentary as evidence and 
artifact and discusses in relationship to these debates the development of the various 
documentary styles. Underlying the author's arguments is the notion that there is a 
difference between actuality and the real itself.  Situating Corner's argument within 
the Critical Realist paradigm, Bhaskar (1978: 13-14) makes the point that the actual 
is not apart from, but contained within the real; the two cannot be separated.  
Corner (1996: 4) contests that the range of filmic devices used in documentary runs 
counter to epistemological confidence, implying therefore that truth and reality are 
necessarily compromised by technique.  Hence he adopts a critical position sceptical 
of  the  type  of  truth  claim which  has  served  political  and  social  purposes,  and 
positions  Grierson's  definitions  of  the  documentary genre  as  more  idealistic  than 
empiricist.  Corner (: 2) notes that Grierson's documentary principles were partial and 
strategic and were ones which suited his own specific ambitions. MacLennan (1999: 
96) however raises the issue that Corner seems to think that a 'preoccupation with the 
'non-phenomenal real' means that one must be “idealist”' and argues that Corner 'has 
not theorised ontology sufficiently'. 
Corner urges that the main issues that have troubled recent theory are those relating 
to the question of realism and demonstrates the various and complex ways in which 
'reality' is taken up in documentary by examining the ideas which support the genre. 
They are essentially those of the early pioneers, and more specifically Grierson.   In 
consideration of the greater depth of Grierson's original citations, Corner brings about 
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a  deeper  perspective  than  that  based  on  Grierson's  commonly  considered  phrase 
'creative treatment of actuality'.
For Corner, Grierson's notion of the “real”, consisted of 'structures and relationships' 
and  not  simply  'phenomenal  forms'  and  hence  Corner's  belief  in  an  'underlying 
essence'.  Although Corner seems close to the 'notion of depth realism...the point is 
never  worked  out  fully  perhaps  because  Corner  does  not  see  its  significance' 
(MacLennan 1999: 95). 
Evidentiality
According to Corner (1996:  18),  there are  three issues  which specifically require 
attention.  Firstly, on the issue of evidentiality, he argues that there is a difference 
between 'actuality' and the 'real' as the filmmaker perceives and creatively relays it. 
The  assumption  is  that  no  creative  intervention  has  occurred  to  the  primary 
representation, rather at the secondary stage of construction. 
While Corner appears to come close to the idea of ontological depth, he does not 
make the distinction between epistemology and ontology.  MacLennan (: 97) goes on 
to say that ontology and documentary theory and practice 'cannot be reduced to the 
primary images and sounds.  To do this is to perpetrate the epistemic fallacy, that is 
the  reduction  of  the  real  to  knowledge'.  Neither  will  knowledge  itself  ever  be 
complete  in  a world of  ontological  depth,  but  there are  rational  reasons  why we 
should accept one account over another. 
Corner's  second issue involves  the idea  that  creativity collapses  the  documentary 
project into fiction.  Here, Corner urges that:
The requirement is still  to explore further the different levels at which 
documentary practices relate to the real and the different ways in which 
creativity can operate within various political and social conventions of 
representational propriety. 
                                                                                        (Corner, 1996: 20) 
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MacLennan  (1999:  97)  argues  that  what  Corner  needs  is  to  make  a  distinction 
between empiricism and the 'fictionalist/imaginative',  implying therefore that what 
Corner is arguing against is naïve realism.  
The third issue concerns Winston's assumption that Grierson's thinking has served to 
mislead  subsequent  documentary  practice.  Corner  (1996:  20)  responds  that  as 
documentary began to be regarded as a 'form of extended journalism, a new set of 
discursive  constraints  applied.   Griersonianism  survived  only  in  the  sense  of 
'lineage''.  The point is made by MacLennan (1999: 98) however that good journalism 
will  also  attempt  to  'uncover  the  relationality  at  work  in  a  particular  social 
conjuncture'.  
Corner (1996: 20) moves on to make the point that evidentiality had become more 
intensely pursued where the claims for it are much stronger, as is the case in cinema 
verite.  Here he rightly questions the editing process and the interference between the 
actions of the participants and the act of filmmaking itself.  
On the topic of political, economic and socio-cultural documentary aspiration, Corner 
(: 23) asserts that documentary, like news production, suffers non-cooperation from 
official sources, monitoring from interested parties and self-censorship from nervous 
production executives.   For  the better  part  what Corner says is  probably true,  as 
would  be  supported  by  Chomsky  and  Herman  in  Manufacturing  Consent:  The 
Political Economy of the Mass Media, 2002.  At the same time, the more recent 
success  of  documentary  films  in  2004  such  as  Moore's  Fahrenheit  9/11  and 
Spurlock's  Super  Size  Me, indicate  that  broadcast  avenues  are  yet  open  to  the 
reception  and  dissemination of  both  the  dissenting  democratic  voice  and  critical 
analysis. 
Corner (: 25) concludes that there are in fact no proposals for providing documentary 
images  and  sound  with  a  more  reliable  referential  guarantee;  attempted 
reconstruction acknowledges the vulnerability of documentary as record, but seeks to 
remedy its discursive practices. From a Critical Realist perspective, Corner's work 
indicates a lack of a depth ontology that will 'ground his interpretation and evaluation 
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of documentary films' (MacLennan 1999: 99). 
Noel Carroll     Theorizing the Moving Image   (1996)
In this book, Carroll (1996) examines theoretical aspects of the documentary genre 
and engages in an in-depth criticism of existing approaches to  film theory.  The 
author attempts to collect all of his constructive theoretical pieces into this book, thus 
establishing  a  new  theoretical  framework  for  the  documentary  genre  and  in 
opposition to post-modern scepticism.
Subjectivity and Objectivity, Truth and Aesthetics
Carroll (1996: iv) urges that for the major part, contemporary film theory 'rides on the 
equivocation, overgeneralisation, misplaced analogies and sheer appeal to authority'. 
His  underlying  argument  is  one  which  takes  up  the  issue  of  subjectivity  and 
objectivity and  it  is  the author's  persuasion  that  the existing  confusion  is  due to 
misconceptions about the nature of the terms themselves.   
He claims that the development of cinema verite was the 'most important influence 
on the way that nonfiction film currently is conceptualised' (: 225).  Direct cinema 
was to guarantee the presence of reality, allowing the audience to determine their 
own considerations.  Carroll (: 225) notes that Grierson never denied that the early 
pioneers  were  involved  in  interpreting  subject  matter,  rather  that  'direct  cinema 
opened a can of worms and then got eaten by them'. He points out that the theorists 
Rouch and Morin, argued that selection and the act of filming itself, was likely to 
influence the outcome of  recorded events.  Direct  cinema was forced to  admit  to 
having  a  point  of  view  hence  their  work  was  largely  subjective,  as  were  the 
traditional models.  
Carroll  (:  226)  states  that  these  arguments  'will  not  simply  demolish  the 
subjective/objective distinction in regard to nonfiction film, the lectures and texts of 
history and science will be their victims as well'.  His response is to deny that all 
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processes of cinema verite are essentially the product of a personal point of view and 
goes on to say that 'the argument that nonfiction is subjective hinges not only on 
confusions  about  the  concept  of  point-of-view,  but  also  about  concepts  of 
subjectivity and objectivity' (: 239).  The main thrust of this argument is that the idea 
that  objectivity  has  no  perspective  whatsoever,  runs  into  objections  from  two 
different directions.  If a liberal notion is assumed, 'it is impossible to conceive of a 
subject totally unstructured by any conceptual framework...second, in some fields a 
string  of  supposedly  unadorned  facts  unsystematised  by  a  theory  would  be  the 
paradigm of random, subjective observation' (: 231).  Carroll (: 231) concludes that 
'objectivity cannot be equivalent to truth', and that objectivity cannot co-exist with 
the medium of film.  His point of reference here is to the field of naïve realism and 
the notion that unmediated access to the real is achievable.  
Carroll (: 231) stresses that in all fields of research there are patterns of reasoning, 
methods of  assessing evidence and for  determining the significance  of  evidential 
types and standards of observation.  These established practices are believed to be the 
most appropriate for arriving at the truth.  Thus nonfiction 'is objective because it can 
be intersubjectively evaluated against standards or argument and evidence shared by 
practitioners of a specific arena of discourse' . 
The author also claims that art is 'not the antithesis  of non-fiction' as long as the 
aesthetic  processes  do  not  interfere  with  the  genres  standard  of  research  and 
argument.  In his own words, 'a film or film styles is realistic when it deviates from 
other specified films or styles in such a way that the deviation can be constructed as 
like some aspect of reality that was hitherto repressed or merely absent in previous 
films or film styles' (: 233).
In Carroll's (: 243) opinion, the current confusion over nonfiction film is due to the 
influence of direct cinema.  He points out that the issue of  deep-focus realism,  the 
cinematic style supported by Bazin, tends to support the idea that truth can only be 
arrived at by one style of filmmaking; direct cinema.  Deep-focus realism encourages 
the viewer to actively participate in the construction of the meaning of the film.  The 
viewer, free to experience the same sort of freedom which is experienced in everyday 
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reality, is thus guaranteed realism, as it applies to this experience.  
In an attempt to counter post-modern scepticism, Carroll has endeavoured to untangle 
the arguments centred around subjectivity, objectivity and aesthetics.  His position 
however is argued from and in support of evidence from an empirical perspective.
Synthesis 
The works of the various documentary theoreticians in one way or another recognise 
various problems with the documentation of reality.  The theoretical positions taken 
up either express epistemological doubt (Renov, 1993; Winston, 1995) or there is a 
degree of re-theorising done in order to strengthen the case for potentially claiming 
'actuality'  from  an  empirical  perspective  (Carroll,  1996).  While  at  times  a 
consideration of the underlying nature of reality is apparent (Corner, 1996; Nichols, 
1991),  there  appears  to  be  little  sense  of  the  notion  of  depth  realism  and  its 
significance (MacLennan, 1999: 95).  
Winston (1995: 259-60) contests the scientific objectivity of the camera due to the 
invention of the digital camera and the departure from the guarantee that the photo is 
a trace of reality.  It would appear however that Winston's view of science is limited 
to that of empiricism (MacLennan, 1999: 65).  Renov (1993: 8) is sceptical about the 
traditional claims which places the documentary in the position of having the power 
to 'see and know'.  His reservations are based on the notion that 'the real' is exploited 
through the pervasiveness of image culture and that the meaning of images may be 
contested in spite of the presence of the inviolable 'real'.  Renov refers to the work of 
Derrida (in Renov, 1993: 9) who urges that nonfiction forms cannot be privileged as 
an object of analysis due to the alignment of truth and fiction.  Renov's position is 
one of epistemological doubt where his view of ontology is that which is created by 
the filmmaker herself. 
Corner (1996: 18) argues that there is a difference between 'actuality' and the 'real' 
itself,  as  the  filmmaker  perceives  and  creatively  relays  it.   He  assumes  that  no 
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creative  intervention  has  occurred  to  the  primary  representation,  rather  at  the 
secondary stage of construction.  MacLennan (1999: 95) states that 'Corner seems to 
come close to an awareness of the notion of depth realism but the point is never 
worked out fully perhaps because Corner does not see its significance'. 
Carroll's (1996: 231) main argument is one which takes up the issue of subjectivity 
and objectivity.  It is the author's persuasion that the existing confusion is due to 
misconceptions  about  the  nature  of  the  terms.   In  attempting  to  challenge  this 
misconception, Carroll does so in order to strengthen the case for claiming actuality 
from an empirical perspective. Nichols (1991: 165) on the other hand sets about to 
establish the truth claim by appealing to Aristotle's 'proofs' claim.  He identifies three 
different types of realism, empirical, psychological and historical. Nichols views tend 
to support those of an empirical perspective, although at times, like Corner, he comes 
close to a consideration of the underlying nature of stratified reality.  
Summing  up,  the  lack  of  a  stratified  ontology has  resulted  in  an  unsustainable 
critique  or  account  of  documentary practice  (MacLennan,  1999:  ii).  The  Critical 
Realist  paradigm is  at  odds with both empirical  realism and postmodernist  views 
which tend to express epistemological doubt.  Critical Realism recognises a divide 
between the epistemological and the ontological and lays claim to a reality that is 
determined  by independent  structures  and  mechanisms  which  underly the  events 
themselves.     
Critique
Each  author  reviewed,  with  the  exception  of  Carroll,  appears  to  recognise  the 
limitations of documenting the 'real' based on empirical values.  Cinema verite has 
only too clearly demonstrated this.  However the positions that are taken up, either 
express epistemological doubt or there has been a degree of re-theorising done in 
order to strengthen the case for truth or objectivity.  
23
Drawing on Critical Realism, MacLennan reminds us that: 
The kind or reality that has dominated philosophy and science is that of 
empirical  realism as defined largely by David Hume.  This has it  that 
reality consists of events whose constant conjunction forms facts.  It is the 
task of the scientist, journalist or documentary filmmaker to identify or 
collect these facts. 
                                                                                (MacLennan, 1999: 13) 
In the Critical Realist paradigm however, actuality is merely the surface appearance 
of things, whereas reality is deeply structured.  It is the position of the documentarist 
therefore,  to engage with a deeply stratified reality and to  explore the underlying 
mechanisms and structures which give rise to behavior and effects.  Objectivity can 
only be arrived at  when utilising a deep focus realism and a  meta-reflexive  self-
totalising.  To quote Bhaskar 
...meanings  cannot  be  measured,  only understood.   Hypotheses  about 
them must  be  expressed  in  language  and confirmed  in  dialogue...and 
precision in meaning now assumes the place of accuracy in measurement 
as the a posteriori arbiter of theory.   
                                                                                       (Bhaskar 1979: 59) 
A depth realism therefore is most likely achieved through narrative structures and the 
filmic  techniques  of  style and form.  On the issue of  objectivity and subjectivity, 
Bhaskar also has this to say: 
At the level of adequation,  and even more-so of expressive-referential 
duality...we can make use of metaphors like matching or expressing to 
capture the relationship between subject and object, and this relations is 
clearly within subjectivity, not as naïve realists think, within objectivity - 
just as we can articulate the relationship between language and the world 
only in language.
                                                                                    (Bhaskar, 1993: 271)
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The  question  of  documentary  and  art  need  not  be  at  odds  with  one  another. 
Documentary analyses and  interrogation  of  complex  issues  can only be  achieved 
through structures and through the filmic techniques of style and form. Bordwell and 
Thompson (1997:  68)  stress  that  the  human mind  craves  form,  regardless  of  the 
artwork medium, 'film form can make us perceive things anew, shaking us out of our 
accustomed  habits  and  suggests  fresh  new  ways  of  hearing,  seeing,  feeling  and 
thinking'.  As Rabiger (1998: 13) also argues 'art allows us to experience realities 
other than our own and to emotionally connect with situations, issues and the lives of 
others, which would otherwise remain foreign'.  Discussing documentary aesthetics, 
MacLennan makes the point that while the Bhaskarian framework proffers little in 
the way of aesthetic theory
...the exciting possibility that documentary form offers, most obviously 
through  the  commentary,  is  the  reconciliation  between  the 
metaphysical/philosophical and the aesthetic, and between the capacity of 
the philosophical to explain and the ability of the aesthetic to show.
                                                                                (MacLennan, 1999: 39)
Conclusion
The  literature  review  of  five  key  documentary  theorists  has  revealed  what 
MacLennan  (1999:  ii)  refers  to  as  an  unsustainable  and  incoherent  account  of 
documentary history.  By utilising a Critical Realist perspective as a meta-critique, 
this analyses has attempted to highlight and engage the oppositional positions of the 
theorists  under  review  while  transcending  the  empirical  realist  and  sceptical 
approaches that have led to a fracturing in documentary theory and practice. The 
Critical  Realist  paradigm will  continued to  be  utilised,  where  appropriate,  in  the 
remaining body of work.     
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Chapter 2    Documentary Sub-Genres
Introduction
A study of the documentary sub-genres reveals evidence of the various theoretical 
positions  discussed.  As stated, each sub-genre is  not simply a matter  of stylistic 
choice, but rather, clings precariously to a history of theoretical reasoning.  Each sub-
genre is at odds with the other precisely because of the different ideas and notions 
about the nature of reality, truth, science, art, subjectivity and objectivity. The subject 
matter  and  production  values  are  largely  influenced  by  how  these  issues  are 
understood or defined.  (Or may also be the result of the ideology or personal bias of 
the filmmaker).
To reiterate, the four modes of documentary representation as described by Nichols 
(1991: 32) are  expository,  observational,  interactive  and reflexive.   Regardless of 
Nichols' attempt at constructing a 'family tree', Bruzzi states that
...it serves Nichols' (but not documentary's history) end to maintain that 
this is so.  The nonfiction films of the silent era (are as Nichols no doubt 
perceives it; the era of documentary chaos) are too numerous to list here, 
but the work of Dzigo Vertov, for one, was neither didactic and voice-
over led nor under-theorised.
                                                                                        (Bruzzi, 2000: 41)
 
While many variations of the four modes can be found, for the sake of this analysis 
Nichols' four categories will be examined. Nichols (1991: 38) 'sidesteps' the use of 
the terms direct cinema and cinema verite as certain practitioners and critics see the 
modes  as  either  distinct  or  interchangeable,  hence  the  terms  observational  and 
interactive.  As the expository sub-genre was used as a production technique in my 
own film Return of the Trojan Horse, the emphasis of this chapter will be placed on 
the expository sub-genre, while briefly outlining the strategies of the other three.  
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Expository  
The expository mode is associated with the work of the early documentary pioneers 
such as Grierson, who sought to distinguish documentary from the information film 
which  was  prevalent  in  his  era  (Plantinga,  1997:  12).  This  mode  addresses  the 
audience directly by either the use of commentary or titles in order to persuasively 
make  a  case  or  rational  argument  about  the  historical  world.  The  commentators 
argument remains central within the construction of the text at all times. While the 
expository mode  utilises  the  use  of  interviews,  these  tend  to  support  or  provide 
evidence for the commentary or argument of the film and are subsumed within the 
textual  logic  which  is  driven  by  the  'diachronic  march  of  cause/effect, 
premise/conclusion, problem/solution'.  Visual information is used to either illustrate 
the text or to act as a counter-point to the argument. While the expository mode tends 
to give the impression of objectivity and well-substantiated judgment, it is often done 
at the expense of an adequate in-depth analysis of the subject material. The frame of 
reference in relation to the topic or issue is seldom either established nor questioned, 
but may simply be taken for granted (Nichols, 1991: 34-6). 
Editing in the expository mode tends to support the rhetorical continuity rather than 
the spatial or temporal continuity.  Likewise, the use of non-synchronous sound lends 
itself to the rhetorical structure.  'Both strange juxtapositions and poetic modes of 
exposition qualify or contest  the commonplace on which exposition depends,  and 
make what  has  grown familiar  strange'  (Nichols,  1991:  35).   Scheibler  describes 
expositional cinema as making 
...a proposal to its spectator in which it promises to “invoke and gratify a 
desire  to  know”.  Expository  films  make  propositions,  constative 
statements which position the spectator in a relationship of expectancy.
                                                                                  (Scheibler, 1993: 141) 
If  we  concur  with  Nichols',  then  it  could  be  concluded  that  all  elements  of  the 
expository film conform to  a  dominant  perspective  of  events.  Bruzzi  (2000:  43) 
however draws attention to the rigidity of Nichols' description of the expository mode 
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and the lack of distinction between the 'formal, open and poetic exposition', stating 
that 'any attempt at rigid classification seems bound to dismiss  or find fault  with 
voice-over documentaries more readily than with any other mode'.   Bruzzi goes on to 
say that: 
This gross over-simplification covers a multitude of differences, from the 
most common use of commentary as an economic device able to efficiently 
relay information that might otherwise not be available or might take too 
long to tell in images, to its deployment as an ironic and polemical tool.
                   (Bruzzi, 2000: 43)
 
Narrative distinctions therefore contrast the traditional voice-over form which unites 
all  elements  in  order  to  form an argument  and an 'unproblematic  truth'.   'Words 
introduce, interprets or explain images that might otherwise, in a multitude of ways, 
remain  incoherent'  (:  56).  Despite  Nichols  referral  to  the  expository  mode  as 
'primitive and didactic', 'voice-over is no less popular now; narration is everywhere, 
likewise observation' (:  2).  
Critics  of  expository  commentary,  describe  the  'voice  of  God'  as  patriarchal, 
dominant and omniscient (Bruzzi, 2000: 42), '...the unnecessary evil of documentary, 
the resort of the unimaginative and incompetent' (Kozloff in Bruzzi, 2000: 41), and 
'narration is what you do when you fail' (Drew in Bruzzi, 2000: 41).  
Discussing the issue of narrative and the documentary's truth claims, Winston states 
that:
If such a mode does exist, and I am inclined to believe that it doesn't, then 
clearly documentary's narrativising propensity is beside the point as regards 
its truth claim. Narrative is unavoidable and therefore the truth claim has to 
be, and is, located elsewhere...The bottom line is: 'Narrative is never absent 
in documentary films.'...Non-narrative, in reality, always 'works better in the 
head than on the screen'.
(Winston, 1995: 119)
28
What we see here in these contrasting opinions are issues related to both the nature of 
reality, truth and ethics. While Nichols' description succinctly describes facets of the 
expository mode, Bruzzi is also correct in stating that his description is problematic 
due to its rigid classification. 
The  epistemological  credibility of  the  expository mode is  found in  the  scientific 
claim of the authenticity of the image as evidence.  Referring to the Critical Realist 
paradigm,  we  become  aware  of  the  struggle  here  between  actuality,  reality  and 
empiricism, between the events themselves and the mechanisms and structures that 
inform the 'surface appearance of things'.    
The issue of commentary (and all other elements) is seen by Nichols as something 
which  primarily  serves  the  subjective  interests  of  the  filmmaker.  This  raises  an 
ethical  issue  regarding  the  filmmakers  intention  or  self-interested  persuasion.  In 
contrast to this almost scathing critique,  MacLennan (1999: 16) makes the point that 
it  is  the  use  of  commentary  which  serves  to  link  both  images  and  text  in  an 
explanation of 'underlying structures and mechanisms'.  Here we have a very different 
rationale for the use of commentary, as Bruzzi would also argue. The difference is 
the  purpose of  the  commentary,  and  its  ability  to  address  the  structures  and 
mechanisms which underlie behaviour. Winston's opinion therefore is incorrect in 
saying that narrative cannot make a truth claim. Again, as Bhaskar (1979: 59) points 
out, meaning is understood only in the context of language and dialogue. 
                                                
It  is  important  to  briefly  refer  here  to  examples  which  are  cited  as  underlying 
structures that generate behaviour.  Bhaskar refers specifically to the  
...persistent  relations  between  individuals  (and  groups)  and  with  the 
relations  between relations.   Relations  such  as  between capitalist  and 
worker, MP and constituent, student and teacher, husband and wife.
               (Bhaskar, 1989:71)
It should be noted however that in  the Critical  Realist's  account  of power,  lies  a 
distinction between what is referred to as Power1 and Power2. Power1  refers to the 
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'transformative  capacity intrinsic  to  the  concept  of  action  as  such',  while  Power2 
refers  to  the  master-slave  relationships  that  involve  'structures  of  exploitation, 
domination, subjugation and control...' (Bhaskar, 1993: 403).  Critical Realism argues 
that Power1 cannot be abolished, as opposed to Power2 which can.  MacLennan (: 33) 
makes the point that this concept differs from that of postmodernist thought which 
sees no distinction between Power1 and Power2, and is more complicated than the 
Marxist model which focuses on the 'wage-labour/capital relation'. 
In reference to Critical Realism and the historical, it is also commentary, and only 
commentary, which has the ability to locate the archival image and historical text 
within the framework of a depth ontology. In reference to the historical, White (in 
Bruzzi, 2000: 23) argues that 'an event must be more than a singular occurrence, a 
unique happening.  It receives its definition from its contribution to the development 
of a plot'.  I would concur with White in the sense that an event is located within the 
actual, while the plot lies within the deeper realms of reality. 
The argument that interviews serve the purpose of meeting the dominant ideology of 
the filmmaker, can be re-situated in the Critical Realism context as the process of 
delving into the deeper  layers of reality, while the role of the interviewer would 
primarily  assist  in  inviting  comment  on  issues  which  transcend  the  actual.  It  is 
doubtful  however  that  commentary in  this  context  does  not  attempt  to  make  an 
argument,  but  rather  that  argument  is  located  within  the  framework  of  a  depth 
ontology.  Nichols' criticism that the expository mode appears to give the impression 
of  objectivity and  well  substantiated argument,  is  now replaced  with an analysis 
relevant to a depth ontology.  The expository's unquestioned frame of reference turns 
back on itself so that the frame of reference becomes the focus of the commentary. 
Instead of the illustrative use of visuals, images take their proper place as evidence of 
actuality –  the 'surface appearance of  things',  while  the editing process  serves  to 
support both visual evidence of actuality and the rhetorical analysis of a depth reality. 
No longer is the epistemological credibility said to lie in the authenticity of image, as 
evidence as the image is nothing more than actuality.  
In conclusion, Bruzzi (2000: 56) seems to come close to an understanding of a depth 
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ontology when she makes the comment that 'words, introduce, interpret or explain 
images that might otherwise, in a multitude of ways, remain incoherent'.
Observational 
While  Nichols  defines  certain  documentary  techniques  as  Observational  and 
Interactive, the terms Cinema Verite and Direct Cinema predate these definitions. 
Nichols however chooses to sidestep these terms due to discrepancy regarding the 
nature and historicity of the terms, as is evident in the work of documentary authors 
such as Erik Barnouw and Stephen Mamber (1991: 38).
The techniques of the observational mode arose in the early 1960s primarily as a 
response to the growing dissatisfaction with the moralising nature of the expository 
documentary  and  was  influenced  by directors  such  as  Pennebaker,  Leacock  and 
Wiseman.  More mobile, lightweight and synchronous recording equipment became 
available  which  allowed  the  filmmaker  to  observe  and  unobtrusively  record  the 
activities and conversations of people (Nichols, 1991: 33).  
Unlike the expository mode, the use of voice-over commentary and interviews are 
abandoned, along with reenactments, intertitles and non-diegetic music. Instead, the 
observational mode utilises indirect address, synchronous sound and relatively long 
takes which 'anchor speech to images of observation that locate dialogue, and sound, 
in a specific moment and historical place'. A three dimensional element is evident in 
each scene and readily determines the observer's location, while editing is used to 
enhance the idea of lived or real time. Each shot is supportive of the overall system 
of orientation and the sense of space is indicative of the historical world rather than 
that of fabrication or fiction (: 38-39).  
Documentary films in the observational mode, depict scenes from the everyday rather 
than seek solutions to puzzles or problems as is prevalent in the expository mode. 
The sense of lived time comes from not only the revealing moments but also from the 
inclusion of dead or empty-time where little of narrative significance occurs.  Editing 
techniques sustain 'the spatial and temporal continuity of observation rather than the 
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logical continuity of an argument or case' (: 40). The spectator of this mode directs 
their attention toward the development or destiny of the one observed (: 42). For the 
audience there is the desire of the non-theatrical  aesthetic;  too see rather than be 
shown, and to gaze without being seen.  
Leacock sums up direct cinema in the following way:
The rules of this game are often very strict: never ask a question; never 
ask anyone to do anything; never ask anyone to repeat an act or phrase 
that  you missed;  never pay anyone; etc.   If the same people film the 
material  and edit  it,  the results  can be summarised as  'aspects  of  the 
observer's perception of what happened in the presence of a camera'. 
                                                                (Leacock in Winston, 1995: 162) 
It is worth quoting Godard's response to Leacock's claims:
Leacock and his team do not take account (and the cinema is nothing but 
the taking of account)  that their eye in the act of looking through the 
viewfinder is at once more and less than the registering apparatus which 
serves  the  eye...Deprived  of  consciousness,  thus,  Leacock's  camera, 
despite  its  honesty,  loses  the  two  fundamental  qualities  of  a  camera: 
intelligence and sensibility. 
                                                                  (Godard in Winston, 1995: 159)
   
Observational documentary worked on the principle that photography is the record of 
the  'real',  or  scientific  evidence  of  reality.  The  camera  never  lies.   In  a  critical 
discussion on the techniques of this mode, Winston (1993: 46) asserts that 'the notion 
that  such objectivity could be  achieved is  grounded in  science  and the scientific 
heritage of photography', but Winston's comment is reliant on a very outdated view 
of science.  A great deal of criticism has therefore been aimed at both the techniques 
and the empirical ambition of the observational mode.  
Speaking of the observational mode, Winston (1995: 142) informs us that from the 
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legal perspective, the filmmaker is cast as the witness of the scene, whereas science 
casts the audience as jurors of the films evidence.  'The camera is nothing more than 
an instrument  of scientific  inscription producing evidence objective enough to  be 
'judged' by a spectator. The claim was that of science'  (: 157). Winston (: 151) makes
the  point  that  the  observation  mode  had  the  same  tendency  as  the  Griersonian 
tradition to 'run from social  meaning' and that 'surface became all'.   To run from 
social meaning meant that analysis was passed over in 'favour of emotionalism and 
aesthetic  pleasure'.   He  notes  that  the  emphasis  was  placed  on  technique,  while 
research and interpretation were abandoned (: 154-6).  
Nichols  (1991:  39-40)  stresses  that  since  this  mode  has  been  constructed  to  be 
unobtrusive, issues of intrusion repeatedly surface, while depending on its ability to 
succinctly render the impression of reality, unfettered and unmediated due to its lived 
time rather than story time. The point is also made by Rabiger (1998: 25) that ethical 
concerns  arise  as  the  participants  of  the  observational  film are  likely to  alter  or 
modify  their  behaviour  unless  the  camera  is  actually  hidden.  The  concern  here 
relates to the transgression of the intention of the mode which is  said to capture 
reality, unobtrusively and unmediated.  While cinema verite arose as a challenge to 
the expository 'voice of God' commentaries, God could now be located within the 
editing  room (MacLennan,  1999:  98).  Unlike  the  other  modes,  the  observational 
mode was also unable to address the historical experience.  
In  the  observational  mode,  direct  cinema  practitioners  have  been  accused  of 
subjectivity through the  act  of  selection.   In response  to  the  subjective/objective 
argument,  Winston  (1995:  162)  makes  the  comment  that   'it  is  the  filmmaker's 
subjectivity that is  being objectively recorded.  Direct cinema is still  evidence of 
something – the filmmaker's 'witness'. He goes on to make the point however that 
direct cinema hides its processes as much, if not more-so, than Hollywood (: 162). 
The use of jump-cuts, the subject's gaze at the camera, the selectivity of the camera's 
position and what it excludes, are but a few examples of both the modes inability to 
meet the criteria of objectivity and the claims of empirical science. 
Comolli  (in  Bruzzi,  2000:  11) argues that  'Bazin,  for one,  is  naïve to think  that, 
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because  the  camera  records  a  real  event,  it  provides  us  with  an  objective  and 
impartial image of that reality'.  Discussing documentary theory, practice and Critical 
Realism, MacLennan makes the point that:
The ontic fallacy would seem to come into play in  cinema verite where 
the real may be defined as that which can be recorded and filmed and this 
then determines how we proceed to acquire knowledge. 
                                                                                (MacLennan, 1999: 97)
In attempting  to  reproduce  reality  using  the  techniques  outlined,  the  observation 
mode has fallen victim to a preoccupation with what the Critical Realist would refer 
to as 'actuality' –  'the surface appearance of things'.  What we also see here is the 
manifestation of a primary belief in the scientific claims of the camera.  Drawing on 
Critical Realism, it  is argued that the social sciences differ considerably from the 
natural sciences:
Society cannot be perceived, but it has effects.  Therefore society meets 
the causality criterion rather than the perceptual criterion for reality...not 
only must society be identified from the effects it causes but also it has no 
existence independent of its effects. 
                                                              (Bhaskar in MacLennan, 1999: 15)
Observational cinema has therefore not only failed to meet up to its own expectations 
of non-intervention and interpretation, it has also failed to engage with the structures 
and mechanisms which exist outside of the effects.  
Interactive
It should be noted here that the use of the terms Cinema Verite and Direct Cinema 
are once again problematic in reference to Nichols' terminology.  
In the 1920s,  Dziga  Vertov promoted the possibility of  tearing away the  'veil  of 
illusionary absence' (Nichols, 1991: 44), producing the Man With A Movie Camera,  
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1929, an avant-garde and anti-narrative documentary which depicted Soviet's in the 
workplace.  Jean  Rouch,  a  French  anthropologist  and  filmmaker  in  the  1960s, 
described filmmaking that recorded life directly, without staging or rearrangement, as 
Cinema Verite.  The name and its intent were directly derived from the theories of 
Dziga Vertov (Jacobs, 1979: 375).  In the late 1950s, with the advent of portable 
synchronous  sound  recording  equipment,  filmmakers  could  engage  with  their 
participants in face to face encounters.  The 'illusionary veil' is thus torn away with 
the on-screen presence of the film crew interacting with the participants.  Nichols 
however  raises  the  point  that  'the  possibilities  of  serving  as  mentor,  participant, 
prosecutor, or provocateur in relation to the social actors recruited to the film are far 
greater than the observational mode would suggest' (1991: 44). 
Through the use of interviews, witnesses and experts, past events could be recalled in 
a  manner  which  the  viewer  could  see,  and  to  avoid  the  perils  of  re-enactment, 
archival  footage  of  past  events  were  appended to  the  commentaries.  The  viewer 
expects that the historical world will be represented by one who is located within it, 
while textual authority moves from the 'Voice of God' to the responses of the films 
participants.  Contradictory statements about the same issue are often juxtaposed so 
as to create an argument or a greater sense of insight about a particular topic or issue, 
while in other instances the filmmaker merely presents or illustrates the witnesses 
testimony  (Nichols, 1991: 45-7).  Editing in this mode maintains a logical continuity 
between the various viewpoints, with the exclusion of overarching commentary as 
found in the expository mode.
In  the  interactive  mode,  ethical  questions  are  raised  regarding  the  unequal 
distribution of power in the interview and the filmmakers responsibility for historical 
accuracy and objectivity. The interactive process itself is also open to criticism due to 
the alternate course which events yet to unfold may take as result  of  the process 
(Nichols, 1991: 47).  Nichols also (: 56) stresses that 'the sense of bodily presence, 
rather than absence, locates and holds the filmmaker to the scene, even when masked 
by certain strategies for interviewing or representing encounter'.  Corner (1996: 46) is 
also of the opinion that the 'manipulative possibilities provided by editing' should be 
regarded  with  suspicion.  In  addition,  interactivity  has  been  criticised  for  the 
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intervening role of the director in the pursuit of truth: 
Cinema Verite legitimized the camera's presence and the director was to 
be  a  catalyst  for  what  took  place  on  screen.   Most  importantly,  it 
authorized the director to initiate characteristic events and to prospect for 
privileged moments rather than passively await them.  Cinema Verite was 
committed to a paradox: that artificial circumstances could bring hidden 
truth to the surface. 
                                                                                      (Rabiger, 1998: 25)
It should be noted however that what appears to be a paradox to Rabiger, is no less 
relevant  in  the  scientific  experimentation  where  the  scientist  carefully  controls 
variables so as to uncover the truth about a particular structure or mechanism.    
By  placing  themselves  within  the  films,  the  French  Cinema  Verite  filmmakers 
determined to  resolve the problem of  objectivity.  However  as  Corner  (1996:  45) 
points out, 'behaviour modification constitutes a major ground for audience suspicion 
of verite'.  Winston (in Corner, 1996: 54) also argues that 'evidential values upon 
which  verite  depends  have  become  terminally  impaired  not  only  by  established 
conventions of dissembling but by the new technology of image manipulation'.  
To some degree, the concerns that are raised about the interactive mode are once 
again attributed to a preoccupation with empiricism. Because a depth ontology is not 
engaged, a reductionist or simplistic view of knowledge results in the collection of 
surface facts rather than the painstaking exploration of a stratified reality. Through 
the use of commentary and interviews, lies the potential for social analysis and the 
possibility of engaging a depth ontology by searching out the 'reason for things'.  
Reflexive 
Reflexivity was the last of the modes to arrive, and arose in order to challenge the 
impression  of  reality  and  to  the  reveal  the  conventions  of  representation.  The 
attention of the viewer in reflexivity, is drawn not only to the effect but to the device 
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as well, while the act of representing the historical world becomes in itself the topic 
of cinematic meditation; or 'how we talk about the world'. The filmmaker not only 
engages interactively with other social actors, but is also seen or heard to engage in a 
metacommentary about the process of the representation itself (Nichols, 1991: 56-7). 
Reflexivity is aptly described in the following way, 'the filmmaker aims to let  us 
know that he knows that we know that he knows that we are watching him making a 
film' (MacLennan, 1999: 100). 
In the reflexive mode the text focuses on the properties of the text itself and to its 
associated problems of form and style, 'strategy,  structure, conventions, expectations 
and  effects'.   While  realism  through  physical  representation  appears  to  provide 
unproblematic access to the world, reflexivity attempts to interrupt and expose that 
representation.  This becomes the primary concern for the reflexive filmmaker, to the 
detriment of other important ethical consideration (Nichols, 1991: 57).  The focus 
moves from the filmmaker and the encounter with the subject, to that of filmmaker 
and audience.  Reflexivity is referred to by Nichols in the following way:
Realist access to the world, the ability to provide persuasive evidence, the 
possibility of indisputable argument, the unbreakable bond between an 
indexical  image and that which it  represents – all  these notions prove 
suspect. 
                                                                                      (Nichols, 1991: 60)
   
The reflexive mode is one which expresses epistemological doubt about the notions 
of truth and reality. Knowledge itself is subject to question within the context of the 
physical presence of the filmmaker and in reference to the concepts of how the nature 
of the world is perceived.  Issues arise over the problems of verification, the structure 
and function of language, authenticity of filmic images and sound, and the status that 
empirical evidence is given within Western culture (Nichols, 1991: 61). The spectator 
comes to expect that the film will return systematically to query itself and all that 
supports the documentary tradition.   
Bhaskar  (1993:  403)  defines reflexivity  as  'the inwardised form of  totality.  It  is 
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necessary  for  accountability  and  the  monitory  of  intentional  casual  agency'. 
MacLennan explains that
We  act  in  this  world  and  this  would  not  be  possible  if  we  had  not 
interiorised  the  reality  principle,  that  is  the  realisation  that  there  is  a 
world out there for us to act  upon.  Above this  level  is the ability to 
totalise our life situation and to meta-reflect on it.  Thus we can think not 
only about what we are doing but we can think on how we got to be 
where we are. 
                                                                                (MacLennan, 1999: 58)
Discussing reflexivity, MacLennan also considers that
...what is urgently needed is a fuller definition of reflexivity that is not 
confined to stylistic features where the filmmaker monitors and accounts 
for  her  activity.   We need  to  go beyond this  basic  level  to  take  into 
account  the  Bhaskarian  notion  of  a  meta-reflexive  self-totalisation  in 
which the filmmaker because she is a stratified agent can not only let us 
know that she is making a film but can also insert her filmic practice 
critically within a totality. 
                                                                                                 (MacLennan, 1999: 100) 
                                                                                     
Conclusion
In closing, it has been seen that all four modes in Nichols' typology refer, in way or 
another,  to  the  explicit  truth  claims  of  the  documentary.  They are  the  claims  of 
empirical realism that has dominated philosophy and science for considerable time. 
Interpretation  of  the  referent  or  surface  flux  ignores  the  notion  of  explicit  truth 
claims.  As MacLennan (1999: 60) points out however 'it is documentary's capacity 
for analysis  that  separates it  from photography and helps get us to  'alethia'  – the 
reason for things'. 'The demand for analysis points one in the direction of a depth 
ontology' (: 61). 
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Bruzzi (2000: 9) also stresses that 'the raw material is incapable of drawing out or 
articulating the truths, motives, or underlying causes it both contains and implies, so 
it falls to the writer to extract this general framework'.  An image as such, is devoid 
of contextualisation and hence the truth needs to be extrapolated from them (: 15). 
In the  expository mode,  constative  statements  propose  historical  and/or  objective 
fact.  'It offers its epistemological and ontological credibility by laying the claim to its 
relationship to photography' (Scheibler, 1993: 141).  Roland Barthes (in Scheibler, 
1993:  141)  states  that  the  photograph  'always carries  its  referent  with  itself  –  a 
specific  photograph,  in  effect,  is  never  distinguished  from  its  referent'.  The 
expository mode however, lends itself to the possibility of an in-depth analysis of the 
subject matter.  
Of  the  observational  and  interactive  modes,  Winston  (1993:  53)  reminds  us  that 
'Direct Cinema (for all its caveats) aspired to be a “fly on the wall”.  Cinema Verite, 
as Henry Breitrose notes, wanted to be a “fly in the soup”...visible for all to notice”. 
Both  modes  place  the  subject  as  evidence  while  denying  an  interpretation  or 
contextual framework.  The truth claims rely heavily on the notion of photography's 
status  as  scientific  evidence.  Reflexivity  expresses  epistemological  doubt  and 
questions the claim of empirical  science,  however it  has all  too often become an 
overtly stylistic gesture at the expense of the exploration of the totality within which 
the filmmaker and the film exist.
In contrast to the scientific objectivity of the camera, prevalent in the observational 
and  interactive  and  reflexive  modes,  Critical  Realism  maintains  that  the  subject 
matter of the natural and social sciences are not the events themselves or behaviour at 
the collectivist or individual level, but rather the underlying structures, mechanisms 
and persistent relations which produce those events or behaviour.
Discussing Critical Realism and the development of an aesthetic documentary theory, 
MacLennan stresses that:
Here  the  exciting  possibility  that  the  documentary  form  offers,  most 
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obviously  through  commentary,  is  the  reconciliation  between  the 
metaphysical/philosophical and the aesthetic; and between the capacity of 
the philosophical to explain and the ability of the aesthetic to show.  
                                                                                (MacLennan, 1999: 39) 
As Renov (1993: 24) points out, structure and style are important in the creation of 
meaning and effects  for the audience, 'the pitting of “truth” against  “beauty” is a 
product of a regrettable (Western) dualism that accounts for the rift between science 
and art, mind and body'. 
In conclusion,  we need to refer back to DCR's position that there is  a difference 
between actuality and reality.  Actuality is the 'surface appearance of things', while 
reality  is  'complex,  deep,  structured,  differentiated  and  transfactual'  (MacLennan, 
1999: 4).  The use of commentary (as is found in the expository mode) is therefore 
vital  to  the  exploration  of  a  depth  ontology.  MacLennan also  calls  for  a  meta-
reflexive  self-totalisation.   It  is  outside  of  the  scope  of  this  reflective  analysis 
however to construct in detail the techniques that could be utilised in establishing a 
new documentary sub-genre.  
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Chapter 3      Return of the Trojan Horse 
Synopsis 
This film utilises the expository sub-genre in order to address issues related to the 
adoption of the free trade policies and a centralised system of economic control. The 
film  turns  the  spotlight  on  the  resultant  explosion  of  anger,  seething  conflict, 
instability, oppression and inequality. The historical underpinnings and terms of the 
economic ideology are explored while documenting and progressively analysing the 
institutions which implement and promote this ideology: the International Monetary 
Fund (IMF), World Bank, World Trade Organisation (WTO) and the G8.  
Return of the Trojan Horse moves to explore the devastating effects which economic 
rationalism  has  had  on  various  industries  within  Australia  such  as  agriculture, 
manufacturing, small business and the employment sector.  The offers a brief but 
alarming insight into the General Agreement on Trade in Services (GATS) and the 
acceleration of the threat to services such as electricity, education, health care and 
water  due  to  the push  by global  service  corporation  lobby groups to  modify the 
agreements.   Concern  is  voiced  regarding the  signing of  agreements  and  treaties 
which  place  Australia's  political  and  economical  sovereignty  in  the  hands  of 
international  institutions  whose policies promote the interests  of the transnational 
corporations and their allies, the international banks.  This has now become a major 
controversial matter where the inside story is largely untold in the mass media.
The  film  identifies  the  links  between  the  WTO,  IMF,  World  Bank  and  the 
multinational corporations and international banks.  The viewers attention is captured 
by evidence of secretive meetings and internal collusion. The film goes on to identify 
the  real  winners  and  the  losers  –  the  poverty  stricken  nations  who  are  forced 
participants  in  the  economic  ideology.   Finally,  East  Asia's  economic  crisis  and 
Argentina are cited as failed examples of the free-market ideals.  The film concludes 
with a rare inside revelation from the former World Banks chief economist who was 
fired  and  publicly  excommunicated  for  expressing  his  opposition  to  the  current 
policies. 
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The twentieth century has been characterised by three developments of 
great  political  importance:  the  growth  of  democracy,  the  growth  of 
corporate power and the growth of corporate propaganda as a means of 
protecting corporate power against democracy.
                             (Alex Carey, 2005, http://www.thirdworldtraveler.com/index.html)
Production Commentary
This film was the outcome of two years of research and great personal interest. As 
my research deepened and broadened, it became clear that the topic had generated 
sufficient material and scope beyond that of a fifty-five minute production. In order 
to  explore  the  negative  impacts  of  economic  liberalisation,  my  research  moved 
beyond the  mass  media  to  avenues  such as  published and unpublished  academic 
papers,  online  journalism,  international  news  e-editions,  and  a  host  of  reputable 
organisations  such  as  Oxfam,  the  Australian  Council  of  Trade  Unions  and  the 
Australian  Apec  Study  Centre.  While  many  of  these  are  cited  within  the 
Bibliography, there are also a number of which have not been recorded for the sake 
of brevity. 
I had witnessed films which dealt with this topic before, but it was evident that what 
was missing in each were the deeper and vital connections between the economical 
demise of the country or industries represented, and the IMF, World Bank, WTO, 
international banks and transnational corporations.  
I recall the film  Life and Debt, directed by Stephanie Black, which dealt with the 
downward spiral of Jamaica.  The film was awarded the Critics Jury Prize, Honorable 
Mention  at  the  Los  Angeles  Film  Festival  in  2001.  Walker  from  the  SCENE 
Magazine, commented that: 
Jamaica is a beautiful place, and one that doesn't get much play in the 
Australian media.  But behind the  postcard prettiness of endless beaches, 
azure seas and friendly rasta welcomes, there's some nasty business going 
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on.   Unemployment,  civil  unrest,  hyper-inflation,  exploitation  and 
grinding poverty are kept well out of view for the average holiday maker 
but Stephanie Black's documentary gives us a tour of these grim realities, 
laying the  blame squarely at  the  feet  of  the  IMF and the new global 
economy it represents. 
             (Walker, 2003, http://www.schonell.uq.edu.au/currentfilms.html)
Life and Debt deals with the effects of globalisation on the locals, and interviews the 
former  Prime  Minister  Michael  Manley  who  gives  a  first  hand  account  of  the 
Jamaican crisis.  An interview is  also held with the  'smarmy' deputy of  the IMF, 
Stanley Fischer, who clearly indicates that no apology will be forthcoming.  The film 
fails however to adequately trace the connections in the network of power beyond 
this point.  In Bhaskarian terms, the path to Critical Realism however lies beyond the 
events themselves to the underlying structures and generative mechanisms and it was 
at this point that most films had failed to some degree.  It was therefore the intention 
of  the  script  (and  interviews),  to  give  an  account  of  the  nexus  of  power  and 
ideological foundations that were the cause of the existing social conditions.  
Reflecting  on  my  own  research,  I  had  collected  a  wealth  of  material  which 
documented the demise of many Australian industries, the employment sector and 
social services, since the introduction of economic fundamentalism, and then beyond 
to include other western nations and the third world countries.  Wherever one looked, 
there was an untold story which evoked images of increased poverty and inequality 
on one hand, and extreme wealth and power on the other.  
From the outset, I was confronted with a multitude of challenges.  My concerns lay 
both with how to handle the enormity of the topic matter and the most appropriate 
production strategies.  It was important to me that the audience grasp the ideological 
constructs  that  are  found  within  the  topic  and  become  actively  engaged  in  a 
discussion which explores the notion of political economy and social and industrial 
relationships. 
While the filmmaker herself is linked to no formal political party, the film could be 
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described  as  coming  from  a  progressive-left  nationalist  perspective  while  the 
economic ideology which is under scrutiny is identifiably right-wing.  Films such as 
The New Rulers of the World, produced, written and presented by John Pilger, stand 
as  an  inspiration,  not  only as  an  example  of  the  fight  against  the  corruption  of 
political power and social injustice, but for the exploration of a stratified reality. 
What  follows  is  a  critique  of  Return  of  the  Trojan  Horse within  the  context  of 
Critical Realism and the expository mode, including general production details. 
Critique 
Return  of  the  Trojan  Horse  is  a  relentless  and  critical  expose'  of  the  effects  of 
economic liberalisation both within Australia and the Third World countries.  The 
story  is  one  of  the  relations  between  the  WTO,  IMF,  World  Bank  and  the 
multinational corporations and financiers; it is a story of domination, control, force 
and exploitation. The commentary is spoken by a young South African actor and the 
tone is  semi-formal  with references  to  'conflict',  'oppression',  'obscene inequality', 
'poverty' and 'despair'.  The film takes up the cause of the underdog, but in this sense, 
the distinction includes a wider section of society than the term might normally refer 
to.  The underdog here includes those with democratic rights,  and those without, 
employed or unemployed, small and medium size businesses and heavily indebted 
nations.  What we see here is the capitalist elite operating within the framework of 
economic liberalisation – a dog-eat-dog environment, survival of the fittest, and in 
that context, the underdog is born. This is the 'new age' of Darwinism. 
This is a film about the outworkings of a deregulated capitalist system, but it goes 
beyond  to  explore  the  powerful  organisations  which  promote  and  implement 
economic liberalisation while climaxing in a revelation of the powerful network of 
parties whose interests are best served by the economic ideology.  It is a film about 
exploitation, greed, propaganda and corruption in high places.  The film does not call 
for  the  debunking  of  the  capitalist  system,  but  rather  the  notion  of  deregulated 
capitalism. Its appeal lies in the assertion that the deregulated capitalist is a beast who 
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knows no bounds, and therefore has no ethics.  It is the age of the unchecked super-
ego where that which is obtained through wealth supersedes all other human virtues 
and the democratic rights of the individual. If capitalism was unfair, then unregulated 
capitalism sets the bar at an unprecedented height of unfairness.  In a deregulated 
capitalist society, political and economical sovereignty is handed over to unelected 
international institutions through the signing of agreement and treaties; institutions 
who support the interests of big business and the international banks who collectively 
make decisions about who will survive and who will not. The film therefore proposes 
a wake-up call regarding the implications of disinterest, apathy or uninvolvement in 
the ongoing demise of the democratic process. 
In reference to  Critical  Realism,  this  film focuses on the master-slave relation as 
located in the expression of Power2.  The notion of class locates wealth and power in 
the hands of the few; the ruling class, a shrinking but all-powerful capitalist minority 
who stand to reap extraordinary rapacious rewards from a deregulated economy.  The 
films objective however is  not concerned with emancipation from capitalism, but 
rather from unregulated capitalism through the democratic process.  It is the story of 
the 'people', the protesters and those pillaged and underprivileged. 
In the second scene of the film, the commentary makes the following comment in 
reference to the history of the socio/political ideology of economic liberalism:
In the history of mankind there has always been the emergence of great 
thought-leaders.  Karl Marx thought that the freedom of mankind lay in 
the collective ownership of property; while Friedrich von Hayek, thought 
to change the course of history by liberating the ownership of property 
from all  forms of  collective control.   Both have inadvertently thrown 
open  the  doors  for  dictators  and  the  powerful  to  seize  the  so-called 
mechanisms of freedom.
The commentary goes on to describe the battle between John Maynard Keynes and 
Friedrich  von  Hayek  for  economic  ideological  supremacy and  the  aggressive 
international network that was formed to promote economic liberalisation.  In the last 
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scene of the film, the commentary concludes that:
Hayek's vision of a free-market is now spinning out of control, and the 
results  are  the  extremes  of  enormous  wealth,  absolute  poverty  and 
exploitation.  Through the entire world, peoples lives are being affected 
and undermined by a system more deadly and sinister than we imagine.
In this film I believe that we see a distinction between what Bhaskar refers to as 
actuality and reality.  The text does not concern itself with the 'surface appearance of 
things'  other than to locate  actuality within the context  of a depth ontology.  An 
attempt is made to explore what Bhaskar refers to as the 'structures and mechanisms', 
and the 'reason for things' which lie beneath a well-heeled propaganda campaign to 
implement economic fundamentalism on one hand, and the voice of discontent and 
dissension on the other.  The relationalities are teased out between the two in the 
expositional commentary, although a film of this length cannot hope to negotiate  all 
aspects of a depth ontology.  Bhaskar makes the point that
...ontological  depth  appears  as  a  condition  of  the  development  of  the 
sciences,  so  that  knowledge  grows (as  well  as  changes)  as  new and 
deeper  layers  of  reality  are  progressively  identified,  described  and 
explained.  
                                                                                      (Bhaskar, 1989: 40)
 
MacLennan  (1999:  32)  however  makes  the  observation  that  'the  impossibility  of 
grasping the whole does not mean that we cannot uncover the truth about an aspect of 
it'. 
The use of a script, expository commentary and interviews in  Return of the Trojan 
Horse,  have contributed  to  both  analysis  and  a  depth  ontology and therefore  an 
attempted objectivity.  Objectivity has often been regarded as a phenomenal matter, 
related to the senses rather than the mind, but for the Critical Realist, objectivity is an 
ontological matter which is located in alethia, the 'reason for things'.  The frame of 
reference  in  this  film  is  situated  within  ideological  conflicts  and  the  associated 
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outcomes, while the visuals either support the investigative and analytical agenda, or 
illustrate the commentary.  
Script
The intention of the script was to be both informative, factual, insightful and thought 
provoking, leading the audience to be intellectual participants in the exploration of 
the myths and ideologies that have circulated in the mainstream media since the free 
trade  policies  were  implemented  and  to  question  the  ideology  of  economic 
liberalisation itself.  The history and effects of the ideology were traced, while the 
network supporting and promoting economic liberalisation was investigated. 
Based on the assumption that the subject matter was relatively hazy to the average 
Australian, the film introduced a case study of the impact of economic  rationalism 
within Australia immediately after the introduction in order to capture the audience's 
attention.   
The challenge lay in writing a script  which could isolate and condense important 
information,  while  building a structure which would allow the audience to  move 
knowledgeably from one point to the next.  An attempt was made to keep sentences 
short and crisp but at the same time factual and provocative.  At strategic points the 
script is written in the second person so as to invite the audience to consider where 
their own lives are situated in the conflict. 
The title, Return of the Trojan Horse, was chosen for its symbolism. The myth would 
have us believe that seeking entrance into Troy, Odysseus had ordered a large hollow 
wooden horse to be built so that a number of Greek warriors could be hidden within. 
The Greek fleet then sailed away, leaving one man behind, Sinon, who would pretend 
that he had been deserted.  Inevitably the Trojans were intrigued by the creation and 
on assurance from Sinon that the wooden horse was safe and would indeed bring 
luck to them, the large wooden horse was dragged into the city.  After the habitants 
of the city were asleep, Sinon let the Greek warriors out of the horse and the Trojans 
were promptly slaughtered. 
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The relevance of the myth to the topic of the film is found in the symbolic nature of 
the wooden horse itself.  After a nation has either implemented free trade policies 
(the wooden horse), or has been forced to adopt the policies, as in the case of the 
third world countries, it  becomes evident that for the better part, the policies best 
serve  the  interests  of  the  powerful  and  wealthy  situated  outside  of  the  country 
concerned and that access has been gained to the resources within. The notion of free 
trade is sold as a wealth creating device, but once adopted, the 'habitants of the city' 
are overrun by powerful actors who have their own way with the nations assets and 
labour force.  
Sub-titles were also used on-screen throughout the film so as to signal the viewer to a 
new sequence and change in the direction of the topic. The sub-titles, in keeping with 
the style of the title, were also intended as a means of creating a mental space for the 
viewer and to renew interest and a sense of anticipation. 
Unlike  many  expository  type  of  documentaries,  no  solution  was  given  in  the 
concluding narration other than to invite the audience to become actively involved in 
the democratic process. 
Interviewees
The interviewees for this film were selected after discussing various aspects of the 
topic with  people from different industries and occupations.  Meetings were attended 
which were  organised by concerned industry representatives,  political  parties  and 
human  rights  movements.   As  all  concerns  responded  to  the  implementation  of 
economic fundamentalism, reasoning followed that it was important to interview a 
number  of  economists  who  had  been  directly  involved  in  the  conflict  between 
industry and government.  Professor  Rod Jensen,  Professor  Ted Kolsen,  Dr Mark 
McGovern and Richard Sanders were subsequently chosen. 
Professor Jensen is an academic economist from the University of Queensland, and 
retired  as  Professor  of  Economics  and  Dean  of  the  Faculty  of  Commerce  and 
Economics.  Professor Jensen specialised in regional and urban economics and other 
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applications of microeconomics. He was also active in the area of regional science 
and involved in consulting and advisory work in regional economic impact studies 
and regional and local economic development studies and policy.  
Dr  Mark  McGovern  is  a  senior  lecturer  from  the  School  of  Marketing  and 
International  Business,  Queensland University of Technology.  Dr McGovern has 
been actively involved with the impacts of economic thinking on rural and regional 
communities within Australia for more than 20 years.  In 1996, he was one of few 
academics invited to the Rural Finance Summit.  Dr McGovern is also involved with 
a range of government, industry and community bodies of which he is frequently 
invited to address.  
Richard  Sanders,  ecological  economist  and  former  Research  Fellow  at  Griffith 
University, is  one of Queensland's most  active campaigners on the topic and has 
launched the campaign 'Quest 2025'.  The aim of 'Quest 2025', is the transformation 
of  society  from  its  current  ecological,  social  and  spiritual  crisis  through  the 
democratic  process  by 2025.   Sanders  is  also  an  environmental  scientist  and  is 
regarded as a futurist and change agent. In 1998, he initiated and assisted in the co-
ordination of the highly successful campaign to stop the Multilateral Agreement on 
Investment (MAI) in Australia.
Ross Daniels is a senior lecturer at Queensland University of Technology in the area 
of Human Services and specialises in the area of political  economy and the legal 
context  of  human  services.   Daniels  served  for  four  years  as  the  International 
Chairperson of Amnesty International and has been extensively involved in regional 
and international human rights issues.  He is also a member of the Iraq Solidarity 
Group, the Palestinian Solidarity Group, Advisor to Human Rights and Peace Society 
Nepal, Vice President Queensland for Australians Native Title and Reconciliation, 
and Convenor of Electronic Activism.  Daniels is also working on his PhD in the area 
of globalisation. 
Senator John Cherry of the Democratic party, entered Parliamentary service in 2001 
and  serves  on  the  Chair  of  Senate  Environment,  Communications,  Information 
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Technology and the Arts References Committee.  He is also a Member of the Senate 
Rural and Regional Affairs. Senator Cherry was chosen as an interviewee for his 
knowledge  and  politically  active  participation  in  the  subject  matter  of  the 
documentary.  
Terrie  Templeton  is  the  coordinator  for  the  World  Trade  Organisation  Watch, 
Queensland, a grass roots organisation that keeps abreast of the WTO's policies on 
free trade. Terrie is an active researcher and political activist  while maintaining a 
knowledge of the international trade agreements and their impact on the environment 
and various industries, including health care. 
Discussion  also  took  place  with  Graham  Strachan,  scientific  research  officer, 
barrister,  and  author  of  Economic  Rationalism:  a  Disaster  for  Australia  (1997), 
Globalisation:  Demise  of  the  Australian  Nation  (2001),  and  22  Steps  to  Global  
Tyranny (2001).  In Strachan's opinion, an interview would prove futile as there was 
nothing  that  could  now  be  done  which  would  change  the  direction  of  current 
economical policy.  There are many people who are of the same opinion.  
On several occasions I also met with Dr Allan Lougheed, economic historian from 
the Department of Economics at The University of Queensland.  Sadly Dr Lougheed 
passed away prior  to  the date  of  the interview,  but  his  work continues to  be  an 
inspiration.  Return of the Trojan Horse is dedicated to Dr Lougheed's memory. 
Technical Information
Interview  material  for  Return  of  the  Trojan  Horse was  shot  on  a  Sony  Digital 
Camcorder and all other images were recorded on a Canon XLI.  Fifteen forty minute 
Sony DV Cams and a one hundred and twenty four minute Sony DV Cam were used 
in the production. The film was edited in Avid Media Composer Adrenaline. 
Budget
The budget for the Master of Arts was a total of one thousand dollars. One hundred 
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and fifty dollars was spent on Sony DV Cams, and three minutes and forty seven 
seconds  of  archival  footage  were  purchased  from  the  Australian  Broadcasting 
Corporation, costing a total of eight hundred and fifty dollars.  Crew Agreements 
were entered into on a deferred payment basis (in event of remuneration), while all 
other costs were covered by myself.  
Copyright Issues
A Library Sales Licence Agreement was obtained from the Australian Broadcasting 
Corporation, (ABC) issuing a licence for 'Educational Non Theatrical Rights' which 
'means  the  right  to  exhibit  or  arrange  for  the  exhibition or  distribution  of  the 
Australian Broadcasting Corporation Licensed Material within the Production in any 
format to non-paying audiences'.  The ABC offered Broadcast rights at the rate card 
less four hundred and twenty five dollars, or half of the non theatrical licence fee 
already paid.  Permission was also granted from Libertarian Alliance in the United 
Kingdom to include two photographs of Freidrich von Hayek that were taken in 1980 
by David Farrer.  
As far as can be ascertained, all other archival images are in the public domain, a 
number of which date back to the early 1900s.  The use of book covers, segments of 
articles,  newspaper  clippings  and  snippets  of  advertising  at  this  point  would  be 
covered  under  the  'Fair  Dealing'  provision  of  the  Copyright  Act  which  includes 
research or study, criticism or review, or reporting news.  All sources appear in the 
credits. The Arts Law Centre, Copyright Council, QUT's copyright specialist and the 
Commercial  Services  division  of  the  QUT  were  approached  on  various  issues 
relating to copyright issues.  A license Agreement was also obtained for the purchase 
of two soundtracks obtained from Flying Hands Music,  a royalty free production 
music library.
Aesthetics and Editing
Here I have chosen to discuss both aesthetic issues and editing together due to the 
intimate relationship between the two.  
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The small budget for this film placed considerable restrictions on the use of archival 
images and material dealing with locations situated outside of Australia. Less than 
three  minutes  of  archival  images  were  purchased  from  the  ABC,  leaving  a 
considerable  shortfall.   The  remaining  images  were  obtained  from  either  books 
(Great Depression and the Russian Revolution: 25 October 1917), or from web sites 
where the images are in the public domain.  This placed considerable restrictions on 
the  range  of  images  available,  but  it  was  felt  that  the  subject  matter  of  the 
documentary outweighed the inferior quality of certain images. Newspaper clippings, 
sections of articles, book covers and advertising material were also used to reinforce 
or demonstrate the point of the historical narrative.    
Key words in the text were highlighted in order to draw the viewers attention to the 
main points  of  the  authors  argument,  and at  times  the articles  or  clippings  were 
rotated on screen or masked to maintain audience interest.  On occasion, archival 
footage  was  also  used  to  interpret  social  actors  in  a  context  outside  of  the 
conventional or mainstream representation.  
The editing of Return of the Trojan Horse was both a lengthy and thought provoking 
process.  While a thorough paper edit had been prepared, extra film needed to be shot 
and substantial experimentation was carried out in order to achieve certain effects. 
This  was  not  a  film  that  was  shaped  or  found  in  the  edit,  but  followed  a  tight 
narrative  structure.   Embedded  both  within  the  narrative  and  interviews  was  a 
complex story that needed to move forward both logically and progressively.   
It was important to introduce aesthetic elements which would hold the visual interest 
of the audience  while  refraining from the explicit  use of  images which critically 
identified either property or persons. The use of impressionism, expressionism and 
abstraction served on occasion to refer to, but distanced the film from identifiable 
locations or people. These images were either shot out of focus or with a decreased 
shutter speed and then edited with the addition of grain, masking or changes in the 
tonal value.   
Several  visual  editing  aides  were  utilised  in  order  to  reinforce  the  point  of  the 
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narrative.  For  example  sepia  tones,  black  and white,  or  grain  were  added to  re-
enactments  in  order  to  locate  the  visuals  in  a  historical  context.   Fast  and  slow 
motion, juxtapositions, symbolism, collages or superimposed  images were also used 
so as to add emphasis to the point of the narrative.   
 
The lighting in this film was a combination of both natural daylight,  artificially lit 
interviews and evening scenes.   In some footage however,  the tonal value of the 
lighting was altered in the edit.  
Soundtrack
Much of the soundtrack of this film is taken up with either interview or on-location 
synchronous sound.  The brief use of music throughout is intended to enhance the 
mood or poignancy of the narration.  At the conclusion of the film, and over the 
credits, the choice of music is both ominous and laboured, enhancing and reflecting 
the pensive nature of the concluding thoughts of the narrator.  While a greater use of 
music in the film would have been desirable, budgetary constraints prevailed.  
  
Ethics
A number of ethical concerns came to mind when both filming and editing images. 
In many instances  the script  was written so as to  avoid identification of  specific 
organisations or persons.  Images were chosen which gave a collective impression or 
abstraction of the narrative, while in most instances where images involved specific 
persons  or  organisations,  they were  given  on-screen  titles  so  as  to  qualify  their 
narrative relationship.  
Ethical  concerns  were  always  present  to  the  manner  in  which  the  content  of 
interviews were used.   While  an attempt was made to include interview material 
which gave a balanced and impartial perspective of the topic, the collective opinions 
of the interviewees maintained an oppositional thrust to the way in which the current 
economic  ideology is  practiced.   As  the  topic  moved  from the  historical  to  the 
national, and then beyond to the international, it was inconceivable that the material 
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could be managed without the use of extensive interviews which linked information 
and afforded the viewer an explanation of the complexity of the continuum of issues. 
Elements of the topic could be documented in action, but without explanation, the 
meaning of the images would have remained largely obscure.  
Conclusion
In summary, Return of the Trojan Horse was a complex film which took many long 
months of research.  An attempt was made to document a brief history of economic 
liberalisation, while outlining its key features.  The effects of this economic ideology 
were  traced  in  part,  while  the  key institutions  which  promote  it  were  identified. 
Connections  between  these  institutions  and  the  powerful  transnationals  and 
international banks were also explored.  Finally, the film itself and the use of the 
expository genre were briefly interrogated within the context  of Critical  Realism. 
From  a  personal  perspective,  there  remains  room  for  significant  thought  to  the 
practical application of Critical Realism to the documentary genre – this exegesis is 
simply an attempt to begin the process of contemplation.   
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Chapter 4   The Media, Billionaires and Right Wing Politics
                                 
Introduction
The  mass  media  serve  as  a  system for  communicating  messages  and 
symbols to the general populace.  It is their function to amuse, entertain, 
and  inform,  and  to  inculcate  individuals  with  the  values,  beliefs,  and 
codes of behavior that will integrate them into the institutional structures 
of  the  larger  society.   In  a  world  of  concentrated  wealth  and  major 
conflicts  of  class  interest,  to  fulfill  this  role  requires  systematic 
propaganda.   
                                                       (Edward S. Herman and Noam Chomsky, 2002: 1)
In a democratic society such as we have here in Australia and the United States, the 
role  of  the  dissident  voice  in  the  mainstream  media  has  to  some  degree  been 
repressed  due  to  the  opposition  of  both  the  governing  political  powers  and  self 
serving interests  of  the  media.   In the  more recent  years however  we have  seen 
evidence  of  the  dissenting  documentary  voice  in  films  such  as  Bowling  for 
Columbine, Fahrenheit 9/11, The Corporation, Outfoxed: Rupert Murdoch's War on  
Journalism and Enron: The Smartest Guys in the Room.  These successes aside, the 
general  oppositional  thrust  by  self-interested  parties  is  toward  repression  of 
information and non publication, broadcast or distribution.   Perhaps the question that 
needs to be asked is whether the information reflects the interests or concerns of the 
parties in question or that of their audiences. 
Professor of Linguistics from the Massachusetts Institute of Technology in Boston, 
USA, Noam Chomsky has been described as “the world's greatest dissident”.  He is 
both a prolific writer and long-time activist, speaking out on a range of biting social 
and political issues including media censorship and manipulation of the media by 
politicians and capitalists alike.  Chomsky defines himself as a libertarian socialist or 
anarchist – his critics refer to  him as the 'paper tiger', 'fifth columnist', 'Ayatollah of 
the Left' and 'blame-America firster'. 
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In Herman and Chomsky's book,  Manufacturing Consent: The Political Economy of  
the  Mass  Media,  2002,  'A  Propaganda  Model'  is  an  analytical  framework  which 
explains the 'institutional structures and relationships' within which the U.S. Media 
operates (Herman and Chomsky, 2000: xi). Although 'A Propaganda Model' is based 
on the United States media, the theory applies to any economy that shares the same 
economic structure and organising principles.  
In the current age of economic deregulation,  restrictions on the mass media laws 
within Australia are now also under threat.  In the event of further monopolisation of 
the press and the inherent disposition toward propaganda, the role of the dissident 
democratic voice within the media faces the possibility of severe censorship.   
'A Propaganda Model'  
In the  book  Manufacturing  Consent:  The  Political  Economy of  the  Mass  Media, 
(Herman & Chomsky 2002), 'A Propaganda Model' deals critically and in-depth with 
the  tools  of  propaganda;  news  filters,  which  are  used  in  the  dissemination  of 
information in the mass media, while
...among  their  other  functions,  the  media  serve,  and  propagandize  on 
behalf of, the powerful societal interests that control and finance them. 
The  representatives  of  these  interests  have  important  agendas  and 
principles that they want to advance, and they are well positioned to shape 
and constrain media policy.
                                                                  (Herman  & Chomsky, 2002: xi)
The filters which Herman and Chomsky refer to are:
(1) the size, concentrated ownership, owner wealth, and profit orientation 
of the dominant mass-media firms; (2) advertising as the primary income 
source of the mass media; (3) the reliance of the media on information 
provided by government, business, and “experts” funded and approved 
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by theme primary sources and agents of power; (4) “flak” as a means of 
disciplining the media; and (5) “anticommunism” as a national religion 
and control mechanism.
                                                          (Herman & Chomsky, 2002: 2) 
  
In a deregulated market, the size and concentrated ownership of the media grows and 
contracts accordingly.  The larger the media company, the greater number of outside 
directors consisting of active corporate executives, bankers, lawyers, and corporate-
banker  retirees.   Institutional  and  international  investors  and  commercial  and 
investment bankers also hold considerable percentages of media stock and therefore 
demand that their voice is heard. Beyond these influential market-orientated forces, 
the media also has a dependent relationship with the government for the provision of 
licences, franchises and general policy support.  Media policies are therefore careful 
not to offend and strategic political ties are reinforced (:  3-14). 
In  the  second  filter,  advertising  plays  an  important  role  in  increasing  the 
concentration of the media.  The greater the increase in revenue from advertising, the 
more competitively effective the company will be. Additional resources are geared 
toward aggressive promotion and superior programs and products, which ultimately 
sounds the death knell for any media company that does not have the resources to 
compete (: 15).  As Herman and Chomsky point out
 
...the  mass  media  are  interested  in  attracting  audiences  with  buying 
power, not audiences per se; it is affluent audiences that spark advertiser 
interest today, as in the nineteenth century. The idea that the drive for 
large audiences makes the mass media “democratic” thus suffers from 
the  initial  weakness  that  its  political  analogue  is  a  voting  system 
weighted  by  income!  The  power  of  advertisers  over  television 
programming stems from the simple fact that they buy and pay for the 
programs – they are the “patrons” who provide the media subsidy.
                                                                 (Herman & Chomsky, 2002: 16)
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Any form of working-class or radical media will therefore suffer from the 'political 
discrimination  of  advertisers'  (:  16),  who  will  also  avoid  programs  (overtly 
controversial or complex), that may compromise the mood of the buying public or 
damage the interests of corporate activities (: 17-18). 
The  third  filter  deals  with  the  media's  need  for  information  and  news,  and  the 
relationship to both government and corporate sources which are seen as credible, 
prestigious and reliable (:18-19). In response to media courting, the government and 
business  sector  in  return,  offer  the  media  their  own facilities  and  structure  their 
reports, news items, copies of speeches and so forth to meet the scheduled deadlines 
of the press (: 22).  Herman and Chomsky point out that: 
Critical  sources  may  be  avoided  not  only  because  of  their  lesser 
availability and higher cost of establishing credibility, but also because 
the primary sources may be offended and may even threaten the media 
using them.
                                                                                     (Herman & Chomsky, 2002: 22)
The fourth filter 'Flak and the Enforcers', may include phone calls, letters, lawsuits 
and other forms of complaint or threat from powerful corporate or government bodies 
which ultimately work as a deterrent to media positioning on specific topics (: 26). 
The final filter situates the ideology of anticommunism as a powerful weapon against 
anyone who would threaten the interests of property or show sympathetic support for 
communistic objectives (: 29). 
In summary, these five filters collectively limit what is deemed as acceptable news. 
Herman and Chomsky also stress that:
Some  propaganda  campaigns  are  jointly  initiated  by  government  and 
media;  all  of  them require the collaboration of the mass media.   The 
secret  of  the  unidirectionality  of  the  politics  of  media  propaganda 
campaigns is the multiple filter system discussed above: the mass media 
will  allow  any stories  that  are  hurtful  to  large  interests  to  peter  out 
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quickly, if they surface at all.
                                                                  (Herman & Chomsky, 2002: 33) 
What  we  see  at  work  here  is  a  systematic,  corporate  and  politically  privileged 
perspective  of  the  world,  encapsulated  within  a  sanitised  and  audience  friendly 
format.  For the better part, the dissident filmic voice (found in the works of John 
Pilger for example), filter down through the non-commercial  media. The work of 
Herman,  Chomsky  and  Pilger  however,  serve  as  a  reminder  that  manufacturing 
dissent plays a vital contribution in the establishment of truth and reality.  
The Mass Media Within Australia and Economic Liberalisation
Within Australia, the mass media laws have remained unchanged for the past decade. 
These laws prevent common ownership of television, newspapers (maximum 15% 
stake) and radio broadcasting licences that serve the same area.  The rationale for the 
restrictive  ownership  in  the  mass  media  is  to  encourage  diversity,  ensuring  the 
protection of a democracy.   
The mass media within Australia is  largely controlled by two multi-billionaires – 
Rupert Murdoch and Kerry Packer who is regarded as Australia's most wealthy man. 
Packer owns network Nine and a host of news and other magazines, while Murdoch 
owns the Australian, a daily national newspaper, plus dailies in almost every capital 
city,  representing  two  thirds  of  the  circulation  of  all  major  daily  newspapers. 
Channel Ten's key shareholder is CanWest, Canada, while Channel Seven is owned 
by a smaller player, Kerry Stokes.
Foxtel, the pay-TV group is also run by the two media barons and their sons, James 
Packer and Lachlan Murdoch, and joint stakes are held in One.Tel, an internet and 
telecommunications  company.  Fairfax  Holdings,  publisher  of  the  Australian 
Financial Review, Sydney Morning Herald, the Melbourne Age, and other regional 
newspapers, is the only company in control of significant assets outside of Murdoch 
and  Packer  -  other  than  the  government  run  ABC and  the  Special  Broadcasting 
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Service  (SBS).   In recent  years,  Murdoch,  Packer  and Fairfax  Holdings  have  all 
called for the removal of  restrictions on mass media and foreign ownership. 
In Australian politics today, the New Right represents the 'age of the market', also 
preached by the American religious Right adherents. This is the age of the 'unholy 
marriage'  between  'political  expediency'  and  'religious  fundamentalism'  and  the 
revival of right-wing thought internationally (Porter, 2005,  http://theage.com.au/news 
/Reviews/  God-under-Howard/2005/02/23/1109046981178.Html  ).       The new age of 
economic deregulation, the worship of competition and prosperity, and the renewed 
commitment to capitalism and private property.
The interests of the media moguls are therefore served by the new right-wing 'politics 
of greed'.  In 1996, Prime Minister John Howard moved to scrap or water down the 
cross-media laws but was met with widespread public criticism.  With the Coalition 
now dominant in the Senate, the media ownership laws are once again under threat. 
While  freedom of the press is  a virtue of democracy and the capitalist  class,  the 
interests and intentions of the owners of the media, is that of monopolisation, a virtue 
of the ideology of economic fundamentalism which is supported and implemented by 
right-wing politics. 
Under the existing media ownership laws, diversity in the media has considerably 
contracted, but equally, is has become more difficult with economic globalisation for 
Murdoch  and  Packer  to  protect  themselves  from  international  rivalry.   In  1999, 
submissions  were  made  by  Murdoch,  Packer  and  Fairfax  to  the  Productivity 
Commission.  Mike Head, a prominent writer for the World Socialist Web Site which 
offers an analysis of major world events, has this to say:
Each referred to the far-reaching impact of digital technology, arguing that 
it made it imperative for them to expand their operations into new fields. 
They pointed to the convergence between television broadcasting, satellite 
and cable TV, the internet, mobile and other telephone services and various 
forms  of  print  media.   Newspapers  are  increasingly  available  on  the 
worldwide web, as are video news, sport and entertainment broadcasts.
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In  its  submission,  Fairfax  regurgitated  the  standard  nostrums  of  “free 
competition”. It listed the economic benefits of competition as “diversity, 
access, quality, efficiency, low prices and innovation.” In practice, the logic 
of  the  private  profit  system  leads  to  monopoly,  restricted  access  to 
independent sources and poor-quality mass-produced material.  Far from 
being  efficient,  it  features  the  wasteful  destruction  of  corporate  rivals, 
together  with  the  jobs  and  livelihoods  of  journalists  and  production 
workers.          
(Head, 1999 http://www.wsws.org/articles/1999/may1999/med-m22.shtml)
It is within this environment that the documentary genre is now currently positioned, 
however it is outside of the scope of this exegesis to discuss the documentary genre 
and the complexities of Broadcast Media Policy or Cultural Policy in the free-trade 
market.                                                           
                                                                                                           
Conclusion 
In the mass media there is a multiple filter system at work in the dissemination of 
information.  The filter  system is  seen as systematic  propaganda which serves the 
interests  of  those  who  finance  and  control  the  mass  media:  the  government, 
advertisers, corporations, bankers and investors (Herman & Chomsky, 2002: 3-25). 
In addition, in the age of economic deregulation and competition, restrictions on the 
mass  media  laws  are  now  under  threat,  opening  the  way  to  the  formations  of 
monopolies; a virtue of the ideology of economic fundamentalism supported by right-
wing politics. This form of monopolisation will surely further inhibit the function of 
'manufacturing dissent' and the role of the democratic voice within the mass media.
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Conclusion
Critical Realism seeks to interpret the world but it also seeks to change it. 
As such I think it  is particularly able to provide the basis for a meta-
critique both of documentary theory and also documentary practice.
                                                                             
                                                                     (Gary MacLennan, 1999: 273) 
In the face of post-modern scepticism, this exegesis has attempted to engage the field 
of  Critical  Realism  in  an  effort  to  address  the  explicit  truth  claims  of  the 
documentary genre.  In Chapter One, the key theoretical arguments of five authors 
spanning the 1990s have been briefly reviewed, analysed, synthesised and critiqued 
while utilising a Critical Realist meta-critique.  The theoretical positions taken up 
have either expressed epistemological doubt about the notions of truth and reality, or 
there has been a degree of re-theorising done in order to  strengthen the case for 
potentially claiming 'actuality' from an empirical perspective.  Although at times a 
consideration of the underlying nature of reality was apparent, there appeared to be 
little sense of the notion of depth realism and its significance. 
Lacking  an  appreciation  or  understanding  of  a  stratified  ontology,  documentary 
theory  and  practice  has  therefore  been  largely  fractured.  Transcending  both  the 
sceptical and the empirical realist positions, Critical Realism supplies an integrated 
approach, and in doing so,  makes a significant  contribution both to documentary 
theory and  to  the  Critical  Realist  paradigm  itself  by applying  it  to  the  field  of 
documentary.  
Chapter Two undertook a study of the documentary sub-genres, revealing evidence 
of the various theoretical positions that were discussed in the previous chapter while 
maintaining that each sub-genre is at odds with the other due to the different ideas 
about the nature of reality, truth, subjectivity, objectivity, science and art.  Here we 
saw empirical science at work in the expository, interactive and observational modes 
and the struggle to identify the difference between actuality and reality, between the 
'surface appearance of things' and the independent mechanisms and structures that 
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generate  events  or  behaviour.  In  reflexivity,  we  witnessed  empirical  and 
epistemological doubt demonstrated in the stylistic gestures of the mode.
As the expository sub-genre was used as a production technique in my own film 
Return of the Trojan Horse,  the exegesis focused on the strategies of this mode in 
particular and in relation to the Critical Realism paradigm. It was demonstrated that 
through the use of commentary (and interviews) lay the possibility for analysis, the 
engagement of a depth ontology and the teasing out of relationalities and the 'reason 
for things'.  Here epistemological credibility is located within the exploration of a 
stratified reality as opposed to the authenticity of the image as evidence of the real. 
While there exists no aesthetic theory or prescribed formula for a Critical Realist 
based sub-genre, the exegesis has attempted to very briefly explore the role of editing 
and the use of images within the Critical Realist context.   
Chapter Three of the exegesis discussed the production strategies involved in the 
making of Return of the Trojan Horse, while critiquing the film within the context of 
Critical Realism and the expository sub-genre. Return of the Trojan Horse is a story 
about  the  effects  of  economic  liberalisation  both  within  Australia  and  the  Third 
World countries and the network of powerful institutions and parties which promote 
and  support  it.   It  is  a  story about  control,  dominance,  exploitation,  greed  and 
corruption and the demise of human rights; the deregulated capitalist is a beast who 
knows  no  bounds.  As  Critical  Realism  is  also  concerned  with  the  human 
emancipation,  Return  of  the  Trojan  Horse calls  for  liberation  from  unregulated 
capitalism through the democratic process.  
The film's text does not concern itself with the 'surface appearance of things', but 
rather searches out alethia, the 'reason of things', locating actuality within the context 
of a depth ontology.  Relationalities are teased out between those which implement 
economic liberalisation on one hand, and the voice of dissension on the other, while 
engaging the master slave dialectics of Power2.   The objectivity of the film is also 
discussed  as  an  ontological  matter,  while  the  aesthetics  and  editing  support  the 
investigative and analytical impulse of the film. MacLennan's response to objectivity 
and the post-modern, neo-Kantian and positivist approaches, is that the
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...collapse  of  positivism does  not  mean that  we need  to  abandon the 
concept  of  objectivity.   Rather  the  placement  of  subjectivity  within 
objectivity  is  a  guarantee  of  the  possibilities  of  both  objectivity  and 
subjectivity.
                                                                                                (MacLennan, 1999: 274)
As Return of the Trojan Horse is the voice of democratic dissent, the exegesis lastly 
locates the mass media in  Chapter Four within the context  of what Herman and 
Chomsky (2000: 2) refer to as systematic propaganda where a multiple filter system 
is at work in the dissemination of information at the expense of democratic dissent. 
The mass media has also been situated within the context of right-wing politics and 
economic liberalisation, while concerns have been raised that restrictions of the mass 
media  laws  are  once  more  under  threat,  meaning  further  monopolisation  and 
therefore marginalisation of the democratic dissenting voice.  
In  conclusion,  it  is  hoped  that  as  an  emerging  documentary  filmmaker,  I  have 
attempted to interact with both documentary theory and the documentary industry, 
and that  a theoretical  appreciation and understanding will  continue  to  shape and 
influence the nature of my own practice. This exegesis has exhibited an attempt to 
interact with MacLennan's work in the area of Critical Realism and his endeavour to 
establish a new basis for documentary theory and practice.  I wish to acknowledge Dr 
MacLennan for his important and unique contribution to this field and to the 'pulse 
of freedom'.   
64
REFERENCES
Achbar,  M.  &  Abbott,  J.  (dir.)  (2003)  The  Corporation,  Big  Picture  Media 
Corporation. 
Bhaskar,  R.  (1978)  A Realist  Theory  of  Science,  Second  Edition,  Brighton:  The 
Harvester Press.
_______ R. (1979) The Possibilities of Naturalism: A Philosophical Critique of the  
Contemporary Human Sciences, London: The Harvester Press. 
_______ R.  (1989)  Reclaiming Reality:  A Critical  Introduction to  Contemporary 
Philosophy, London: Verso. 
_______ R. (1993) Dialectic: The Pulse of Freedom, London: Verso.
Black, S. (dir.) (2001) Life And Debt, A Tuff Gong Pictures Production.
Bordwell,  D.  &  Thompson,  K.  (1997)  Film  Art:  An  Introduction,  New  York: 
McGraw-Hill. 
Bruzzi, S. (2000) New Documentary: A Critical Introduction, London: Routledge. 
Carey, A. (2005) Third World Traveler,
URL:  http://www.thirdworldtraveler.com/index.html  (accessed 3/10/2005).
Carroll, N. (1996) Theorizing The Moving Image, Cambridge: Cambridge University 
Press. 
Corner,  J.  (1996)  The  Art  of  Record:  A  Critical  Introduction  to  Documentary,  
Manchester:  Manchester University Press.
65
Gaines, J.M. (1999) 'Introduction: “The Real Returns”', in Gaines, J.M. and Renov, 
M. (eds)  Collecting Visible Evidence, Minneapolis: University of Minnesota Press, 
pp.1-18.  
Greenwald,  R.  (dir.)  (2004)  Outfoxed:  Rupert  Murdoch's  War  on  Journalism, 
Carolina Productions, MoveOn.Org. 
Gibney, A. (dir.) (2005) Enron: The Smartest Guys in the Room, HDNeT Films.
Head,  M.  (1999)  'Australia:  Media  magnates  call  for  scrapping  of  ownership 
restrictions', World Socialist Web Site,
URL: http://www.wsws.org/articles/1999/may1999/med-m22.shtml 
(accessed 3/10/2005). 
Herman,  E.  S.  and  Chomsky,  N.  (2002)  Manufacturing  Consent:  The  Political  
Economy of the Mass Media, New York: Pantheon Books.
Jacobs, L. (1996) The Documentary Tradition, New York: W.W. Norton & Company 
Inc.
Lowery, A. (dir.) (2001) The New Rulers of the World, Carlton International Media 
Ltd. 
MacLennan, G. (1999) 'From the Actual to the Real:  Left Wing Documentary Film 
in  Australia  1946  -1996',  unpublished  Ph.D.  dissertation,  Brisbane:  Queensland 
University of Technology. 
Moore, M. (dir.) (2002) Bowling for Columbine, A Dog Eat Dog Films. 
_________(dir.) (2004) Fahrenheit 9/11, A Dog Eat Dog Films.
Nichols,  B.  (1991)  Representing  Reality:  Issues  and  Concepts  in  Documentary,  
Bloomington:  Indiana University Press. 
66
Plantinga, C. (1997)  Rhetoric and Representation in Nonfiction Film,  Cambridge: 
Cambridge University Press.
Porter, M. (2005) 'God Under Howard: The Rise of the religious right in Australia', 
The Age, URL: http://www.theage.com.au/news/Reviews/God-under 
Howard/2005/02/23/1109046981178.html    (accessed 4/10/2005). 
Rabiger, M. (1998) Directing the Documentary, Boston: Focal Press. 
Renov, M. (ed.) (1993) Theorizing Documentary, New York: Routledge. 
Renov,  M.  (1993)  'Towards  a  Poetics  of  Documentary',  in  Renov,  M.  (ed.) 
Theorizing Documentary, New York: Routledge, pp. 12-36.
__________ (1993) 'Introduction: The Truth About Non-Fiction', in Renov, M. (ed.) 
Theorizing Documentary, New York: Routledge, pp. 1-11. 
Russell, B. (1980) An Inquiry into Meaning and Truth,  London: Unwin.
Scheibler,  S.  (1993)  'Constantly  Performing  the  Documentary:  The  Seductive 
Promise  of  Lightning Over  Water', in  Renov,  M.  (ed.)  Theorizing  Documentary, 
New York: Routledge, pp. 135-150.
Spurlock, M. (dir.) (2004) Super Size Me, The Con. 
Vertov, D. (dir.) 1929) Man With A Movie Camera, Image Entertainment. 
Walker, J. (2003) 'Life and Debt', Schonell,
 URL: http://www.schonell.uq.edu.au/currentfilms.html (accessed 29/08/2003).
Warner, R. (1958) 'The Greek Philosophers', Ontari: Mentor. 
67
Winston, B. (1993) 'The Documentary Film as Scientific Inscription', in Renov, M. 
(ed.) Theorizing Documentary,  New York: Routledge, pp. 37-57.
_________  (1995)  Claiming  The  Real:  The  Griersonian  Documentary  and  Its  
Legitimations, London: British Film Institute. 
68
                           FILM BIBLIOGRAPHY 
Australian  Apec  Study  Centre,  (2002)  'The  Key  Questions  on  Globalisation', 
Globalisation Guide,  URL: http://www.globalisationguide.org/
(accessed 25/02/ 2002). 
Australian Catholic Social Justice Council, (2001) 'A Just and Peaceful Land: Rural 
and Regional Australia in 2001', Sydney: ACSJC.
Australian Council of Social Service, (1998) 'Poverty Factsheet', 
URL: http://www.acoss.org.au/media/1998/poverty_facts.htm    (accessed 11/05/2004). 
Australian  Council  of  Trade  Unions,  (2001)  'ACTU  Submission  On  Australia's 
Position For the November 2001 WTO Ministerial Meeting', 
URL: http://www.actu.asn.au/public/papers/wtosub  /index-Introduc.html   
(accessed 5/02/2004).
______________________________(2001)  'More  Jobs  to  Go  After  106,700  Full 
Time Losses Since GST',
 URL: http://www.actu.asn.au/public/news/1022558602_26257.html 
(accessed 8/02/2004).
Australian  Fair  Trade  & Investment  Network,  (2002)  'World  Trade  Organisation 
Negotiations: Resurrecting the MAI?',
 URL:  http://aftinet.org.au/campaigns/wtopub1.html  ( accessed 2/05/2002). 
Bank for International Settlements, (2001) 'About the BIS', 
URL: http://www.bis.org/about/index.htm (accessed 21/09/2002). 
Barwick, R. (1998) 'Free Trade Slashes Agriculture', 
URL: http://www.nex.net.au/users/reidgck/FREETR.  HTM   (accessed 9/03/2004).
Black, S. (dir.) (2001) Life And Debt, A Tuff Gong Pictures Production.
69
Boniol,  L. (1998)  'Asian Economic Crisis:  Trading the Future', Isis  International  
Manila, URL:  http://isiswomen.org/pub/crisis/eco00001.html  (accessed 2/8/2002). 
Bordieu, P. (1998) 'The Essence of Neoliberalism', Venezuela Analitica, 
URL:  http://www.analitica.com/bitblioteca/bourdieu/neoliberalism.asp 
(accessed 6/05/2002). 
Cameron, D. (2001) 'Fair Trade', Australian Manufacturing Workers' Union, 
URL: http://www.amwu.asn.au/fair_trade.php3 (accessed 4/10/2001).  
__________  (2000)  'Managing  Globalisation  for  Prosperity',  Australian 
Manufacturing Workers' Union,
 URL: http://www.amwu.asn.au/pr_maddness_trade.html (accessed 4/10/2001).  
Cook, T. (1999) 'Australian manufacturing union presides over massive job losses', 
International Committee of the Fourth International, World Socialist Web Site, 
URL: http://www.wsws.org/articles/1999/may1  999/amwu-m24.shtml   
(accessed 5/02/2004). 
_________(1998) 'Thousands of jobs axed in Australian coal mines', World Socialist  
Web Site, URL: http://www.wsws.org/workers/1998/may1998/coal-m2.shtml 
(accessed 14/03/2004). 
Corp Watch, (1999) 'Multinationals and the World Trade Organisation', 
URL: http://corpwatch.org/article.php?id=329 (accessed 21/05/2002). 
DeLong,  J.  B.  (2000)  'What  Are  Australia's  Economic  Prospects?',  Bradford 
DeLong's Web Site, URL: http://www.j-bradford-delong.net/Econ_Articles/Australia
_docs/Australia_prospects.html    (accessed 19/02/2004).
_______ J. B. (1999) '“Globalization” and “Neoliberalism”', Bradford DeLong's Web 
Site, URL: http://www.j-bradford-delong.net/Econ_Articles/Reviews/alexkafka.html
(accessed 6/05/2002).
70
Dickinson, N. (1999) 'The dictatorship of debt', New Internationalist, 
URL: http://jdc-web.org.uk/debt-files/dictatorship_of_debt.htm
(accessed 18/02/2004). 
Dixon, N. (1998) 'Who owns Australia?', Green Left,  
URL: http://greenleft.orgu.au/back/1998/344/344p3.htm (accessed 12/03/2004).
Dowswell, P. (2003)  The Russian Revolution: 25 October 1917,   London: Hodder 
Wayland. 
Economics New School, (No Date) 'John Maynard Keynes, 1883-1946', The History 
of Economic Thought Website,
URL: http://cepa.newschool.edu/het/profiles/keynes.htm (accessed 2/02/2004). 
Ellis,  B.  (1998)  First  Abolish  the  Customer:  202  Arguments  Against  Economic 
Rationalism, Victoria: Penguin Books.
Farnsworth,  M. (2001) 'John Howard's Address to the World Economic Forum in 
Melbourne', 
URL: http://vcepolitics.com/executive/howard/00-09-11wef-speech.shtml    
(accessed 3/10/2001).  
Fernando, Q. (2003) 'Free Trade deals could be a costly business for smaller nations', 
Daily  Mirror  e-Edition,  URL:  http://www.dailymirror.lk/2003/11/06/opinion/3.asp 
(accessed 5/03/2004). 
Frank, E. (1999) 'Double Dealing', New Internationalist, 
URL: http://jdc-web.org.uk/debt-files/iou_-debt.htm (accessed 18/02/2004). 
Gailey, L. (1999) 'Globalisation: fact, fallacy, friend or foe?',  Encore, vol. 17, issue 
13, July, pp. 22-23.
71
Global Exchange, (2001) 'How the International Monetary Fund and the World Bank 
Undermine Democracy and Erode Human Rights: Five Case Studies', 
URL:  http://www.globalexchange.org/wbimf/imfwbReport2001.html 
(accessed 21/04/2002). 
_______________(2003) 'The FTAA, the WTO, and the Assault on Public Interest, 
Services, and our Water',
URL:  http://globalexchange.org.campaigns/ftaa/FTAAWTOServices.html  
(accessed 19/03/2004). 
Global Services Network, (1998) 'Global Services Network Formed; Services 2000 
Issues Agreed', 
URL: http://globalservicesnetwork.com/ditchley_park_declaration.htm 
(accessed 20/06/2002). 
____________________ (1998) 'Trade Experts and Policymakers Gather at Ditchley 
Park to Determine Future WTO Role in Services',
URL: http://www.globalservicesnetwork.com/ditchley_park_press_releas.htm
(accessed 2/06/2002). 
Global Trade Watch, (2004) 'Explanation of Some Key Elements of the US-Australia 
Free Trade Agreement, and Predicted Impacts from the Agreement on Australia', 
URL:  http://www.tradewatchoz.org/AUSFTA/Index.html  (accessed 20/03/2004). 
________________ (No Date) 'Australian Agriculture & the Global Economy', 
URL:  http://www.tradewatchoz.org/agriculture/index.html  (accessed 28/03/2004). 
Grant,  M.  (2002)  'Privatising  and  Corporatising  Australia's  Water',  Aid/Watch,  
October, pp. 1-5.
Greenpeace, (2001) 'WTO meeting fails the world',
URL: http://www.greenpeace.org/politics/wto/Doha/html/news.html    
(accessed 21/04/2002).
72
Greider, W. (1999) 'The Battle Beyond Seattle', The Nation, 
URL: http://past.thenation.com/issue/991227/1227greider.shtml 
(accessed 17/04/2002).
Gusmorino, P.A. (1996) 'Main Causes of the Great Depression', Gusmorino World,
URL:  http://www.gusmorino.com/pag3/greatdepression/index.html  
(accessed 20/02/2004). 
Harris, N. (2003) The Great Depression, Oxford: Heinemann Library. 
Hart, L. (2002) 'Greg Palast On Globalization', Gregory Palast Journalism and Film, 
URL: http://gregpalast.com/detail.cfm?artid=128&row=1 (accessed  5/06/2002).
Hayek, F.A. (1960) 'Why I am Not a Conservative', Geocities, 
URL: http://www.geocities.com/ecocorner/intelarea/fah1.html
(accessed 10/02/2004). 
Heller, P.S. (1999) 'Human Dimension of the Asian Economic Crisis', International  
Monetary  Fund, URL:  http://www.imf.org/external/np/speeches/1999/012199.htm 
(accessed 13/02/2004). 
International Monetary Fund, (1998) 'What Is the International Monetary Fund?', 
URL: http://www.imf.org/external/pubs/ft/exrp/what.htm (accessed 12/10/2002). 
_______________________ (2000) 'Globalization: Threat or Opportunity', 
URL: http://www.imf.org/external/np/exr/ib/2000/041200.htm
(accessed 12/10/2002). 
_______________________ (2004) 'IMF Members' Quotas and Voting Power, and 
IMF Board of Governors',
URL: http://www.imf.org/external/np/sec/memdir/members.htm 
(accessed 27/08/ 2004). 
73
Jubilee Debt Campaign, (2000) 'Origins of Debt', 
URL:  http://jdc-web.org.uk/debt-files/origins-of-debt.htm  (accessed 18/02/2004).  
Khor, M. (1998) 'IMF: Bailing out Countries or Foreign Banks?', Nadir, 
URL:  http://www.nadir.org/nadir/initiativ/agp/free/imf/bailingout.htm  
(accessed 12/09/2002). 
Klein,  P.G.  (2004)  'Biography  of  F.A.  Hayek  (1899-1992)', Ludwig  von  Mises 
Institute,  URL:  http://www.mises.org/hayekbio.asp   (accessed 1/02/2004). 
Lamy, P. (1999) 'Personal View: Think before you seek to kill the WTO', Financial  
Times.com,  URL: http://specials/ft.comn/In/specials/sp3c22.htm 
(accessed 19/04/2002).   
Lorimer, D. (1998) 'The Asian Economic 'Meltdown' and the Growing Instability of 
the World Capitalist System', Democractic Socialist Party,
URL:  http://www.dsp.org.au/dsp/ta/ta8n2dl.htm   (accessed 10/02/2004).  
Lougheed, A. (1999) 'Economic Liberalism, Economic Goals, and Economic Policy: 
Towards Utopia, Brave New World, or Hell on Earth?', Department of Economics 
Discussion Papers, Brisbane: University of Queensland. 
Lowery, A. (dir.) (2001) The New Rulers of the World, Carlton International Media 
Ltd. 
Martin, K. (1999) 'Battle of Seattle', Workers World, 
URL:  http://www.workers.org/ww/1999/wtoact1209.html  (accessed 17/04/2002). 
Martinez, E. and Garcia, A. (No Date) 'What is Neoliberalism?', CorpWatch, 
URL: http://www.corpwatch.org/article.php?id=376 (accessed 5/02/2004). 
74
Mayne, S. (2000) 'Who Owns Australia', Crikey Media,  
URL: http://www.crikey.com.au/business/2000/02/20-foreignownership.html
(accessed 20/03/ 2004). 
McCallum, A. (2003) 'New research shows 1.3 million lack jobs – twice official 
unemployment rate', Australian Council of Social Service, 
URL: http://www.coss.net.au/pubs.cosspubs/index.html (accessed 5/02/2004). 
McGovern, M. (1999) 'On The Unimportance Of Exports To Australian Agriculture', 
Australian Journal of Regional Studies, vol. 5, No. 2, pp. 229-252.
McQueen, H. (2001) The Essence of Capitalism: The origins of our future, Sydney: 
Hodder Headline Australia.
Mont Pelerin Society, (No Date) 'Short History and Statement of Aims', 
URL:  http://www.montpelerin.org/aboutmps.html   (accessed 30/01/2004). 
Morton, T. (2002) 'Son of M.A.I.', Radio National,
URL: http://www.abc.net.au/rn/talks/bbing/stories/s586637.htm
(accessed 26/06/2002). 
News Weekly, (2001) 'Part B: A history of economic rationalism in Australia', 
URL: http://www.newsweekly.com.au/articles'2001jan13_partb.html
(accessed 12/06/2002).
____________(2001) 'Part A: Globalism – the theory and the reality',
URL:  http://www.newsweekly.com.au/articles/2001jan13_parta.html   
(accessed 12/06/2002).
OneWorld, (2000) 'Globalisation',
URL: http://www.oneworld.org/guides/globalisation/front.shtml 
(accessed 9/05/2002). 
75
Owen, R. (2001) 'Dog Eat Dog', Courier Mail, 17 November, p. 69.
Oxfam Community Aid Abroad (2001)  The Globalisation  Challenge:  Australia's  
role in a rapidly changing world, Fitzroy: OCAA.
Oxfam  International  (2002)  Rigged  Rules  and  Double  Standards:  trade,  
globalisation, and the fight against poverty, Washington: OI. 
Palast, G. (2000) 'IMF crimes against humanity', Nadir, 
URL: http://nadir.org/nadir/initiativ/agp/free/imf/imfcrimes.htm 
(accessed 12/08/2002). 
________ (2001) 'IMF's four steps to damnation', Guardian Unlimited,
URL: http://www.guardian.co.uk/Archive/Article/0,4273,4177445.00html 
(accessed 5/06/2002). 
________(2002) 'Joe Stiglitz:  Today's Winner Of The Nobel Prize In Economics', 
San Francisco Independent Media Centre, 
URL:  http://sf.indymedia.org/news/2002/02/115110.php  (accessed 23/ 5/2004). 
________( 2001) 'The WTO's Hidden Agenda', Greg Palast Journalism and Film, 
URL: http://www.gregpalast.com/printerfriendly.cfm?artid=105 
(accessed 5/05/2002). 
Roddick, A. (2001) Take it Personally, London: Harper Collins.
Sainsbury, P. (2003) 'Australia-US Free Trade Agreement and the Pharmaceutical 
Benefits Scheme (PBS)', Australian Fair Trade & Investment Network, 
URL:  http://aftinet.org.au/papers/sainsbury1.html  (accessed 20/02/2004). 
Sanders, R. (2001) 'GATS: The End of Democracy?', 
URL: http://members.iinet.net.au/~jenks/Sanders.html    (accessed 7/07/2002). 
76
Seattle Weekly, (2000) 'Answering WTO's big questions', 
URL: http://www.seattleweekly.com/features/0031/news-editors.shtml    
(accessed 21/04/2002). 
Shah, A. (2003) 'Structural Adjustment – a Major Cause of Poverty', Global Issues 
That  Affect  Everyone,  URL:  http://www.globalissues.org/TradeRelated/SAP.asp 
(accessed 18/02/2004). 
______  (2003)  'Public  Protests  Around  The  World',  Global  Issues  That  Affect  
Everyone, URL: http://www.globalissues.org/TradeRelated/FreeTrade/Protests.asp
(accessed 18/02/2004). 
Sheil, S. (ed.) (2001) Globalisation: Australian Impacts, Sydney: UNSW Press.
Strachan,  G.  (1997)  Economic  Rationalism:  a  Disaster  for  Australia,  Kalgoorlie: 
Kalgoorlie Press.
___________(2001)  Globalisation:  Demise  of  the  Australian  Nation, Brisbane: 
Stockdale Publishing Pty Ltd.
___________(2001) 22 Steps to Global Tyranny, Brisbane: Stockdale Publishing Pty 
Ltd.
___________(2002) 'The Joint Standing Joke: Australian Democracy in Action', 
URL: http://home.iprimus.com.au/grahamstrachan/joint_standing_joke.htm
(accessed 16/07/ 2002). 
Sturgis, A.H. (1994) 'The Rise, Decline, and Reemergence of Classical Liberalism', 
The  LockeSmith  Institute,  URL:    http://www.belmont.edu/lockesmith/essay.htm  l 
(accessed 10/02/2004). 
The Shadow, (1999) 'World Trade Organization Protests Rock Seattle!', 
URL: http://shadow.autono.net/sin001/sttlwnbg.htm    (accessed 21/04/2002). 
77
Whiteall,  G.  (1998)  'What  is  Economic  Rationalism?',  Australian  Broadcasting 
Corporation, URL:  http://www.abc.net.au/money/currency/features/feat11.htm 
(accessed 6/05/2002). 
World Trade Organisation, (1999) '10 Benefits of the WTO Trading System',
URL: http://www.wto.org/english/thewto_e/whatis_e/10ben_e/10b00_e.htm 
(accessed 26/06/2002). 
_____________________ (1999) '10 Common Misunderstandings about the WTO',
URL: http://www.wto.org/english/thewto_e/whatis_e/10mis_e/10m00_e.htm 
(accessed 26/06/ 2002).  
_____________________ (1999) 'The WTO does Not destroy jobs or widen the gap 
between rich and poor', 
URL: http://www.wto.org/english/thewto_e/whatis_e/10m06_e.htm 
(accessed 26/06/ 2002). 
78
APPENDIX A: Formal Documents
Personal Release Forms: 
 
Mark McGovern
Richard Sanders
Terrie Templeton
Rodney Jensen
John Cherry
Ross Daniels 
Licences: 
ABC Library Sales Licence Agreement
Flying Hands Music
Permission:
Libertarian Alliance – photographs of Hayek
79
